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Summary: Musical Instruments at the Court of Henry VIII
This study aims to identify and describe the musical instruments which were 
played at the court of Henry VIII. It is based primarily upon a new 
transcription of the inventory of 1547 which avoids the inaccuracies and 
misreadings of published versions; further documentary evidence has been 
drawn from English language sources of the time. There has been no 
previous attempt at a systematic survey of all the instruments which are 
known to have been used at the court of Henry VIII although some of the 
material on which this study is based has appeared in accounts of the 
development of particular instruments and in histories of the cultural 
activities of the court.
The excavation of the Mary Rose has produced the only group of musical 
instruments which can be confidently said to have been used in England 
during the reign of Henry VIII. As a consultant to the Mary Rose Trust, I 
had access to those instruments before their conservation.
The study makes it clear that groups of similar instruments in the 
"renaissance" taste were introduced to replace the old-fashioned 
"mediaeval" ensembles; this reflects a dramatic change in the musical 
fashions at court. The collation of the documentary evidence has clarified 
the technical state of some instruments as well as indicating possible 
dates for the introduction of instruments including the regal and crumhorn 
into England. The evidence suggests that the slide trumpet may have been 
played during the reign of Henry VIII and arguments are advanced for the 
form which may have been assumed by the clarion. Arrangements for the 
tuning and maintenance of some keyboard instruments are discussed and the 
social positions of instruments and performers are examined.
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2Preface and Acknowledgements
The central core of this study of musical instruments at the court of Henry 
VIII is a transcription and interpretation of the lists of instruments 
which appear in the inventory of 1547 (Ms Harleian 1419). Background 
information has been drawn from contemporary English documents.
There has been a conscious effort to avoid the use of continental and 
foreign-language sources. English practice was not necessarily in 
agreement with continental use, particularly at the beginning of the reign. 
Foreign observers may not have been in a position to understand all the 
nuances of the scenes which they described. Technical terms and the names 
of instruments rarely have exact equivalents in other languages and this 
can cause problems in interpretation. Authors writing in Latin considered 
it stylistically desirable to use classically derived terms whenever 
possible, even when this practice led to ambiguity.
Care must be taken in the interpretation of sixteenth century English; one 
is tempted to assume that all the technical terms and idiomatic usages will 
be miraculously clear to the English speaker of today. We are separated 
from the inventory by some four and a half centuries and, as a living 
language, English has undergone considerable changes.
The identification of musicians also poses some problems. Names do not 
appear in standard forms in many cases: a minstrel might be known by his
first name, by a nickname referring to a physical characteristic, by the 
name of the instrument he played or the town where he was born, by his 
father’s name or by his family’s name. Other difficulties are caused by 
attempts to transcribe or anglicise foreign names. Spellings can vary 
widely and in this study consistent, if arbitrarily chosen, versions are 
used.
This study is primarily concerned with the musical instruments themselves 
and the way in which they were used. Such musical activities as singing 
and composition are only discussed where they are directly relevant to the 
study of the instruments.
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The instruments are grouped into chapters in à scheme which aims to reflect 
the internal organisation of the inventory. Such instruments as the rebec 
and sackbut, which do not appear in the inventory, have been included in 
the appropriate chapters. Each of the main chapters is divided into three 
sections: a brief introductory section is identified by the letter a; the
second section, b, deals with the form and structure of a given instrument 
relying mainly on the internal evidence of the available sources but 
drawing on other relevant material; section c describes the use of the 
instrument and may include brief details of the careers of individual 
players or makers where these are particularly relevant. Sections b and £
are sub-divided so that each type of instrument is treated separately.
Bibliographical references are indicated by textual numbers; each 
subsection has its own numerical sequence and the key will be found 
following the text of the subsection in question. Extended quotations from 
documentary sources have been given in order to provide a clear indication 
of the context in which the references occur.
I am indebted to a great many professional colleagues and friends of whom 
the following, in alphabetical order, have been particularly generous with 
their time, knowledge and expertise:
Mr. D. W. Allen, Librarian at the Horniman Museum, who has been tireless in
his pursuit of books and articles on my behalf ;
Mr. I. Eaves, H.M. Tower of London, who located the illustration of the 
bagpipes on a piece of engraved horse-armour and recommended Blair's 
valuable article;
Miss S. M. Levey, Victoria and Albert Museum, who identified damask purl; 
Dr. T. Messenger, University of Surrey, who supervised the research;
Mr. M. T. Wright, Science Museum, who offered much helpful advice on the 
technicalities of playing, restoring and making early brass instruments.
The I.L.E.A. staff training scheme provided financial support, study leave 
and other assistance. Miss M. Varney and Miss M. Moss typed the script.
Finally, I should like to thank my dear husband for his encouragement and 
support.
4Introduction la Henry VIII and Music
There can be little doubt that Henry VIII took a keen, personal interest in 
music although we should not forget that he also took a keen, personal 
interest in hunting, dancing, jousting, theology, military strategy and a 
host of other subjects. Furthermore, the court did not exist to reflect 
the King s own enthusiasms, it was an expression of his power and majesty 
and one of its functions was to dazzle and impress those that visited it. 
Misunderstanding on these two points can lead to a distorted view of the 
musical activity at court.
We are accustomed to think of Henry VIII as a Renaissance figure, presiding 
over a cultured court in which music and the arts were encouraged and 
patronised. The reality, however, was more complex. Henry VIII inherited 
a household which had been consciously modelled on the establishment of the 
Dukes of Burgundy, the most splendid of the fifteenth century courts.
While humanist ideals and classical influences were making themselves felt 
in England in the early years of the sixteenth century, we should not 
ignore the "High Gothic" elements which were still present in the court. A 
study of the courtly entertainments, for example, reveals that dramatic 
themes might be drawn from chivalry or the tradition of amour courtois.
It will become apparent in this study that the style of music-making at 
court changed during the course of the reign. In the early years music was 
provided by groups of musicians playing in the haut and bas traditions : by
1540, however, there seems to have been a preponderance of groups 
consisting of a single type of instrument. This fashion originated in 
Europe and foreign performers were appointed in striking numbers.
While there was a remarkable presence of foreign musicians at court it 
should be remembered that the royal household as a whole had a distinctly 
cosmopolitan character. We find many foreigners among the non—musiciansï 
Hans Holbeinj Pero Doulx, the French cook; the famous workshop of Almayn 
armourers at Greenwich; a Mantuan studgroom and a group of Netherlandish 
gunners and huntsmen are only a few examples. There were also substantial
5foreign communities in London: Florentine and Venetian merchants supplied
rich fabrics; fashionable hats and bonnets were bought from the millayners 
of Milan; there were German merchants from the cities of the Hanseatic 
league and many others. London was disturbed by riots against the presence 
of foreign workmen and one of the most notorious murder cases of the time 
involved a plot to rob and kill foreign merchants. While it is significant 
that a high proportion of the musicians at court came from overseas, this 
fact should be considered in the wider context of the court and country.
To turn to Henry VIII himself, we know that both his sisters owned lutes1 
and we infer that music was a feature of his education. As we shall see, 
he played the virginals and recorder and possibly the flute and cornett, 
too. In his youth the King had a fine athletic physique and he joined the 
dances in courtly entertainments perhaps from sheer enjoyment but perhaps 
also to show himself to best advantage to those present.
Henry VIII was able to read and write music, an unusual accomplishment for
an amateur and probably a sign of a genuine and serious interest in the
• 2
subject. Some of his compositions have been preserved and, while they are 
uneven in quality, such amateur works are interesting and rare. Some of 
the pieces may even represent composition exercises: the setting of Gentil
Prince de Renom, for example, consists of a published three-part song to 
which a fourth line has been added, presumably by the King for his name 
stands at the head of the piece. The added part is, in fact, less than 
successful but it may provide a unique example of the way in which 
composers learnt their craft.
In considering the extent to which Henry VIII patronised and participated 
in music, it is important not to forget that the King was the embodiment of 
earthly power and that this was reflected in the activities of the court. 
There was, therefore, a symbolic need for the King to dazzle and excel and 
for his court to display the best and finest examples of all the arts, 
including music.
Notes
1. Privy Purse Expenses, Henry VIII: 21 August 1501, 1 August 1505
2. BL Ms Add 31922: (ed J. STEVENS) Music at the Court of Henry VIII
Musica Britannica XVIII, 1961
7lb Harleian 1419 and B; The Manuscript and its contents
British Library manuscript Harleian 1419 and B contains the inventory of 
the royal household that was drawn up after the death of King Henry VIII in 
1547. It includes lists of hangings, furniture, household equipment, some 
clothes, decorations, musical instruments and other material.
The inventory is a legal document compiled by a commission of four senior 
officials: Lord St. John, Great Master of the King’s household. President
of the Council and Keeper of the Great Seal; Lord Russell, Keeper of the 
Privy Seal; the Earl of Warwick and Sir Walter Mildmay. It was intended to 
provide the official account of the contents of the various royal houses 
and wardrobes; it may be accepted that all the material entered in it was 
the King’s own property.
Within the inventory, the material is listed in major divisions covering 
the individual households, these are further divided into groups either of 
similar objects or by locations within the house. There are further major 
divisions which cover goods which would have accompanied the King when he 
was on his travels and items which had been lent to the households of his 
three children. Two additional sections deal with areas which had to be 
rechecked after the fall of Lord Protector Somerset in October 1549, and 
again in October 1550, after the death of James Rufforth, one of the 
Keepers. The last section also enumerates objects which were uncharged in 
the main document and finally lists a number of items received by Rufforth 
on 1 February 1550.
Each of the houses and the specialised categories of objects was in the 
charge of a keeper who was responsible for maintaining his own inventory.
In order to compile the official inventory, at least two of the 
commissioners, and presumably an assistant acting as a secretary, would 
check the actual stock against the keeper’s records. The internal evidence 
suggests that the entries were copied from the pre-existent lists and that 
they were then amended as necessary when the objects were presented for 
inspection. Marginal notes were used to indicate items which had been
8temporarily transferred to another location, were missing or defective or 
had been given as customary gifts to the various officials after formal 
occasions.
Some important points arise from a reading of the complete inventory and 
these should be borne in mind when considering the entries referring to 
musical instruments. The descriptions are designed for ease of visual 
recognition and many objects are described in terms of their decoration and 
not their structure and use. Many of the objects listed were of 
considerable age; there are entries referring to tapestries decorated with 
the badges of Edward XV which must have been more than sixty years old when 
the inventory was compiled.
It is also important to guard against the assumption that the preservation 
of particular objects implies any form of sentimental value. It is 
tempting to suppose that the group of keyboard instruments decorated with 
Jane Seymour's arms and badges reflects the aging king's affection for his 
much loved third wife, or, on the most cynical level, the only one to 
produce a living heir. Against this we must balance the preservation of 
bed-hangings decorated with Anne Boleyn's insignia and the fact that a 
large number of tapestries, which had been confiscated from Wolsey and bore 
the cardinal's arms, were still kept at the More. It is perhaps safest to 
assume that the royal household was no different from any other English 
establishment of the time; nothing was ever disposed of until it was beyond 
any possibility of use either in its original form or as a source of usable 
material.
There is one large group of instruments to be found in the Westminster 
division of the inventory. It runs from f200r to 205v, although within 
that space the instruments are divided into two distinct lists. The first 
of these runs from f200r to 203r and is followed by two blank pages: the
second list, which gives the instruments in the same general order as the 
first, begins part way down f204v and continues onto 205v. The grouping of 
the instruments and the lay-out of the pages suggest that a section heading 
may have been omitted.
9These instruments were in the keeping of Philip van Wilder, a professional 
lute player and a Gentleman of the Privy Chamber. It is evident from the 
organisation of these lists that he used musical criteria in the 
compilation of his own records. His use of musical terms and the names of
instruments may be accepted with confidence.
The lists of instruments include examples which could have been played both 
by amateurs and professionals but they do not cover the entire range of 
instruments which are known to have been used at court. There are neither 
sackbuts nor rebecs in the inventory, for example, but there are shawms 
which would only have been played by professional musicians. The
instruments listed in the inventory, then, do not comprise simply the
King's personal playing collection.
It would probably be realistic to suppose that the professional musicians 
owned their own instruments and that these would not have been included in 
the inventory. Some of the listed instruments may have been intended for 
use in dramatic performances: the recorders made of oaken boughs, for
example, may have been specially made to simulate the appearance of 
rough-hewn wood (see below Vb i Recorder) . Other instruments of exotic and 
expensive materials may have been intended more as extravagant art-objects 
suitable for a "cabinet of curiosities" than as serious playing 
instruments. The mechanical virginal (see below lib vi The Instrument that 
goeth with a Wheel) may have fallen into this category.
Henry VIII was known as a patron and connoisseur of music early in his 
reign and some of the more unusual, exotic or richly decorated instruments 
may have been given to him as presents. We should recall, however, that 
the royal workshops might have been involved in decorating musical 
instruments in the taste of the court. Some of the instruments were almost 
certainly imported but whether they were gifts from abroad or were bought 
from foreign sources is not made clear in the inventory.
Apart from the two main lists, musical instruments are found throughout the 
inventory among the entries relating to the various royal houses. Here
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they tend to be described in rather less detail; the organ in a chapel, for 
example, will not need a detailed description of its appearance and 
specification if there are no other instruments nearby to confuse with it.
A large group of horns is to be found in the division dealing with the 
guarderobe of the robes. The horn was probably not regarded as a musical 
instrument in any but the widest sense and here it appears among articles 
of clothing and accessories for hunting.
There are problems of identification and interpretation to be overcome in 
searching for entries relating to musical instruments in the inventory. It 
is evident that the word "instrument" was used, as it is today, in a number 
of non-musical senses. There are entries referring to instruments for 
drawing, weighing, astronomy, navigation and surgery as well as one example 
in which the word is used to indicate a legal document. On the other hand, 
musical instruments are frequently either given their own names or are 
further described in unequivocally musical terms. An entry on f56r, for 
example, refers to "one faire instrument being Regalles and Virgynalles". 
Entries referring simply to "instruments" will not, therefore, be paid any 
particular attention in this study.
A number of non-musical objects can easily be confused with musical 
instruments. Curtals, bombards and organs were all types of 
artillery-piece, for example. In the context of textiles and dress, pipes 
were tubular beads of precious metals which might be used to decorate 
fabrics.
A small amount of written music is mentioned in the inventory. A set of 
five song books was stored in a box which was kept in the little study next 
to the King's old bedchamber at Westminster. An entry describing an 
unspecified number of books and scrolls of songs and ballates appears in 
the main list of instruments. It is interesting to note that this entry 
follows after the little Venice lute, we shall see that songs were 
sometimes written out for playing on the lute at this time (see below IVc 
i The use of the Lute).
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lia Keyboard Instruments: Introduction
The inventory entries describing keyboard instruments are among the fullest 
in the whole document and details are given both of the musical and 
decorative characteristics which they displayed. This reflects the large 
number of these instruments which were owned and maintained by the court. 
The purpose of the inventory was to allow officials to identify the 
contents of a room without ambiguity; naturally, when there are more
objects of one type the inventory gives more details so that each can be 
readily distinguished from the others.
The large number of keyboard instruments, particularly regals and 
virginals, reflects their popularity and usefulness in both professional 
and amateur music-making.
I
Koster has pointed out that surviving musical manuscripts suggest very 
strongly that English virginalists were accustomed to using instruments 
with a full chromatic range in the bass. This seems to indicate that there 
was an independent tradition of keyboard-making in England and that native 
makers of the virginal were probably active during the reign of Henry VIII 
although there is little concrete evidence of their work.
Two pieces of technical terminology may be confusing to the modern reader 
although in both cases the usage is reflected in modern idioms. The first 
is the use of the term "a pair of virginals" to indicate one instrument. 
Modern English still recognises this type of construction in "a pair of 
trousers/spectacles etc.". The other point of confusion is the use of 
double" and "single" to describe keyboard instruments. Various 
interpretations have been suggested but the most convincing is that 
"double" instruments had a bass range which extended below the bass stave 
where the notes were indicated with double letters, CC or GG, for example; 
single instruments only descended to the octave above that. This usage is 
still current in the terms "double bass" and "double bassoon". A fuller 
exposition of both these points may be found in Galpin's seminal study of 
English instruments.
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Notes
1. J . KOSTER: The Importance of the Early English Harpsichord
in GSJ XXXIII 1980
2. F . W. GALPIN: Early English Instruments of Music
4th edn. (rev & ed. T . DART). Methuen, London, 1978
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lib i Great Organ
Only one example of the great organ is recorded in the inventory; it was
situated in the chapel at Newhall and is described as:
Item a paire of faire greate Organes in the/
£
Chappell w A curten afore them of lynnen cloth/ 
stayned Redd and blewe paned. *
In this context the word * great1 means 'large' or Ttali’ and this entry 
refers to the type of instrument which would be normally found in a church.
This section of the inventory was not compiled with the assistance of 
Philip van Wilder and so the entry does not give any technical information 
about the organ. There was only one organ in the chapel and it was 
unnecessary to give a description of its distinguishing features; 
nevertheless it was described as ’fair’ and this suggests that it was a 
particularly handsome instrument.
It is not clear whether the geometrically patterned red and blue curtain 
was a decorative cover to the front of the organ or whether it merely hung 
in front of the instrument. The organ itself was visually attractive and 
the curtain may only have been long enough to hide the organist from the 
congregation although it would certainly have been arranged so as to avoid 
disturbing his view of the altar.
Although no sixteenth century English organs have survived unaltered, there
is some documentary evidence for the structure and specifications of organs
in one or two churches. Antony Duddington’s contract with All Hallows by
the Tower, London, has survived to give an incomplete picture of an organ
of 1519. The reIvant sections of the document stipulate that Duddington is
to make an Instrument/that ys to say a payer of
Organs for the foresaid Churche of Dowble Cefaut/
that ys to say xxvij playne kayes and the pryncipall
Ü
to conteyn the length of v foote so folowing w  Bassys 
called Diapason to the same conteyning length of x Feet 
or more/ And to be Dowble pryncipalles thorowe out the
14
said Instrument so that the pyppes w*"in forth™ shall
be as fyne metall and stuff as the utter parts that ys to
t
say of pure Tynne w  as fewe stoppes as may be
convenient/ ... And yf they be content w*" the seid
Instrument to pay to the seid Antony Fyfty poundes 
2sterlinges ....
This document was first published in 1862 and some of the subsequent
interpretations have been based on a transcription which included some
3
editorial punctuation. Blewett has suggested that the scrivener was not 
of the best and may not have understood the technical phrases in the 
document with the result that words and phrases have been omitted and the 
original sense altered.
The organ was to have twenty-seven 1plain keys', a requirement which seems 
to indicate that the compass was of twenty-seven naturals with the 
appropriate accidentals. This may have been the standard compass at the 
time as the organ which was built in 1526 for Holy Trinity Church,
Coventry, by John Howe and John Clymmowe at a cost of £30 is described as a
peir of organs with vii stops and xxvii pleyn keyes,
4
with the image of the Trinte on topp of the sayed organs.
A series of twenty-seven naturals gives a compass of three octaves and a 
sixth if the instrument has a full chromatic range, or four octaves if it 
is fitted with a short octave in the bass. Contemporary Italian organs 
frequently had a range of C  to a" while Flemish instruments often extended 
from C  - c ' 1'. It should be recalled that Koster has suggested that 
English virginalists used instruments with a full chromatic range in the 
bass (see above: lia Keyboard Instruments, Introduction) and this may also
have been the case with other keyboard instruments.
The organ is described as 'a pair of organs .... of double C fa ut', the
note which recognized today as 8ft C or C. On the one hand, this may
3
indicate the lowest note of the compass, on the other hand Blewett has 
suggested that this may refer to the pivotal note around which the
15
instrument was tuned.
The longest pipes of the diapason are * to contain the length of ten feet or 
more1, a description which is open to contrasting readings. Sumner 
suggests that this is the total height of a pipe with a sounding length of 
eight feet, giving C as the lowest note.^ Blewett reads it as a minimum 
required sounding length and deduces from this that the range extended to 
at least Ah' and probably to G 1. It is also possible that, while the 
lowest note was called double C fa u t , it was produced by a pipe with a 
sounding length of ten feet ; this would imply a pitch standard some major 
third lower than the modern one.
The internal evidence of the document may shed some light on this point.
If the organ was being built to meet the requirements of the vicar and 
churchwardens, it is possible that the total maximum height of the longest 
pipe may have been a matter of more immediate concern than the 
technicalities of the sounding length and the pitch standard. The 
instrument was probably built on or against the chancel screen as the 
bellows were to be put in the loft over the choir, in the words of the 
contract
that the foreseid Antony shall convey the belowes in
the loft a Bowff in the said quere of Alhalows wythe
2
a pype to the song bourde ...
As the church was equipped with a hanging pyx (a receptacle for the 
Sacrament which would be suspended above the altar by means of a chain) the 
vicar was probably anxious that the organ should not obscure the 
congregation's view of it. Much depends on the colloquial meaning of the 
word * contain1 as used in 1519. If it was used to mean 1 include at least' 
this would tend to confirm Blewett1s view, whereas the meaning 'measure1 
might favour other interpretations; the Oxford English Dictionary suggests 
that both meanings were possible.
The main part of the organ seems to have been the principal which was to 
'contain the length of five feet' and below which followed 'basses called 
diapason to the same'. It should be recalled that in the terminology of
16
theoretical music the word 1 diapason1 indicated the interval of an octave, 
whereas today it is more familiar as the name of an organ stop.
The organ was to be built with 'double principals' throughout and, as
Williams has pointed out, this phrase occurs in other technical documents
of the period where it is taken to mean paired ranks of open and stopped
diapasons. Blewett has noted the colloquial use of the word 'double' to 
3
mean complete'. The original document is only sparsely punctuated and, 
while Blewett*s doubts about the scrivener's comprehension of the technical 
data should certainly be taken into account, the passage which reads 
and the principal to contain the length of 5 feet 
so following with basses called diapason to the same 
containing length of 10 feet or more: and to be double
principals throughout the said instrument 
could mean that the main body of the organ was devoted to a double rank of 
diapasons and principals sounding an octave apart. As the major partner, 
the principal would sound at the perceived pitch while the diapason acted 
as a sub-octave. In modern English usage, the diapason is at 8 ft pitch 
while the principal is normally an open metal stop at 4ft pitch. If the 
English double principal originated as a primary sound, the principal, and 
its sub-octave, the diapason, the modern usage may have arisen when the 
lower element came to be perceived as the more important part of the sound.
The document goes on to specify that the outer pipes will be of tin and 
that the pipes inside the organ will be of equally fine metal. The use of
pure tin or of pipe metal with a high proportion of tin implies that the
completed organ had a bright sound. The bright, shining appearance of the 
pipes may also have been found aesthetically pleasing.
The final point of the technical description is, perhaps, the most 
ambiguous. The organ was to be built
... with as few stops as may be convenient ...
At first glance, it may seem that the organ was to have a very simple
construction with the minimum of tonal colour provided by the 'double 
principal' and as few other stops as possible. It is clear from the terms
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of the contract, however, that the completed instrument was to cost £50, a 
considerable expense at the time. The organ'at Holy Trinity, Coventry, had 
seven stops and was built at -a cost of £30. Even allowing for the 
additional cost of using tin for the internal pipes, the vicar and 
churchwardens of All Hallows are unlikely to have agreed to pay £50 for an 
organ with severely limited tonal resources. On the other hand, the 
passage may mean that Duddington was to avoid the use of divided stops.
By returning to the inventory, an alternative reading may be suggested; one 
of the single regals at Westminster had three stops which were identified 
as
...one Stoppe pipe of tinne one Regall of Tinne and a
Gimball ... ^ (see below lib iv Regal entry vii)
This isolated example seems to be referring to a rank of stopped pipes as a 
1 stop pipe1 and it may be that the organ at All Hallows was to have as few 
stopped pipes as possible.
The word order in the indenture implies that the principal was the most 
important element of the organ as it is mentioned first. The specification 
also identifies the instrument as an organ 'of double C fa ut'. This could 
mean that the principal was to descend to C in which case the sub-octave 
diapason would go to C'. However, the document specifies the height of the 
longest pipe and if, as suggested above, the principal and diapason were 
limited to a maximum height of five and ten feet respectively, Duddington 
would have been required to use stopped pipes for the lowest notes. This 
technique not only doubles the pipe's effective sounding length but also 
changes the tone colour by eliminating the alternate harmonics : it may
have been felt that this should only be used where strictly necessary. 
Surviving continental organs, however, suggest that a change of tone 
colours between registers was not necessarily found to be objectionable.
It may seem a little odd that the principal should be limited to five feet 
while the maximum height allowed for the diapason was ten, however, it may 
have been felt that the ranks should be consistent with each other and 
change to stopped pipes at the same point. Perhaps, having stated these 
minimum requirements, the vicar and churchwardens were content to leave the
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rest of the design to Duddington who was to be limited only by the size of 
the agreed fee.
The instrument seems to have taken two years to build. The indenture was 
signed on 29 July 1519 and Duddington proposed to have the instrument ready 
at Michaelmas the following year. A receipt for a payment of £30 has 
survived and probably represents the payment of the balance of the fee on
completing and handing over the organ; it is dated 22 March 1520/21. ^
Briefly stated, the organ at All Hallows seems to have had a compass of 
some three and a half or four octaves, possibly with a full chromatic range 
in the bass. The most important stop was a bright-toned open metal with a 
sub-octave breaking into stopped pipes for the lowest part of the compass ; 
a feature which was probably influenced by non-musical considerations. The 
organ probably also had a number of other contrasted stops. The bellows 
were in a loft chamber with ducting to the organ and the instrument was 
probably situated on or against the chancel screen.
There is no evidence to suggest that the organ at Newhall conformed with 
the pattern which is indicated by the instruments at All Hallows and 
Coventry although, if the latter instruments did represent the normal sort 
of organ which was to be found in a rich parish church, the Newhall
instrument was probably similar to them.
Notes
1. BL ms: Harl 1419 New Hall, Sondry thlnges f . 362 r
2. All Hallows muniments book no 120 (a), reproduced in F.R.W. BLEWETT:
Anthony Duddington Organ Maker All-Hallows-by-the-Tower, London,
n.d. (cl975)
3. BLEWETT as at 2 above.
4. W. L. SUMNER: The Organ 3rd Edn, Macdonald, London, 1962.
5. P. WILLIAMS: Organ in New Grove Dictionary of Music & Musicians, 1980.
6. BL ms: Harl 1419, f 200 v
7. All Hallows muniments book no 120 (b), reproduced in BLEWETT as at 2
above.
lib li Organ
Two entries in the inventory refer to instruments which are simply 
described as organs; one old pair is listed among the contents of 
Nottingham Castle while the other stood in the chapel at St. James’ House
i. Item an olde paier of Organes 
ii. Itm a payer of Organes standing in the chappie 
No other description is given but it is possible that these were smaller 
instruments than the ’fair great organs' at Newhall.
Notes
1. BL Ms Harl 1419 i) Nottingham Castle Instrumentes f 367 r
ii) St. James’ House, Chapel Stuff f 445 r
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lib ill Portative Organ
Two examples of the portative organ are listed in the inventory and both 
appear in the section which is devoted to Hampton Court:
i. Itm one payre of portatives w^ the King[es]and/ 
the Quene lanes Armes,
ii. Itm one paire of portatives covered w t crimeson/
Batten and embraudered w*" passamyne of golde/
r 1
& silv standing vppon a square table of wainscotte.
Both of these instruments were located in small, private rooms in the
palace.
This section of the inventory was not compiled by Philip van Wilder and it
may be that the word ’portative1 is here used in an idiomatic sense and
does not refer to the type of instrument which was carried by the player.
Charpington’s bond, which dates from August 1536, refers to an organ in a
church as ’a ... pair of portatives’ and, although this may reflect a West
Country usage, it is clear that this instrument could not have been carried
while being played.
... repair, sustain, maintain and amend and keep in tune
as well the pipes of the said portatyves as the bellows
and all other instruments now being in the said portatyves
2
except the stop off Regals in the same instrument 
The portative described in the inventory as decorated with Queen Jane’s 
arms is almost certainly contemporary with this document (see below: 
lib iv Regal for a discussion of dates relevant to Jane Seymour).
The second entry describes an instrument standing on a wooden table. The
wording implies that this instrument was small enough to be placed on an 
ordinary table and did not incorporate a foot or stand into its structure. 
It may be that, by 1547, the word ’portative’ was colloquially used of an 
organ without a stand which could be readily moved from one location to 
another.
Two other entries in the section devoted to Hampton Court describe examples
of the regal and it would seem, therefore, that the two portatives did not 
feature a reed stop.
Notes
1. BL Ms Harl 1419 i) Hampton Court, the Privy chamber f 244 v
ii) Hampton Court, In a ... chamber within the
gallery [at the Jewelhouse Court] f 248 r
2. Exeter City Library DD 23141, quoted in
W. L. SUMNER: The Organ 3rd Edn. Macdonald, London 1962
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lib iv Regal
Twenty-three instruments are identified as regals in the inventory and 
three of the four examples of claviorgana (see below II bv Claviorganum 
entries i, ii, iii) are described as combining virginals and regals. 
i) Itm one paier of Regalles with the case.
ii) Firste a paire of double Regalles with twoo Stoppes/of pipes
t t
couered w  purple Vellat allouer enbrawdered w  /Venice golde
and damaske pirles havinge the King[s] Armes/and badges
likewise enbrawdered standinge vppon a foote/couered w  fustian
of Naples and garnisshed w Redd Ribon/the same foote beinge
the Case for the same Regalles.
Ü '
iii) Item A paire of double Regalles w  twoo Stoppes of/pipes
covered w t purple Vellat allover enbraudered withe/Venice golde 
and damaske pirles havinge the King[s] Armes/ and badges 
likewise enbrawdered standinge vppon the/Case of the same 
covered w*" fustian of Naples.
iv) Item A paire of double Regalles of batten w  iij Stoppes/of
* t  t
pipes couered w  purple vellat enbrawdered allover w  /damaske
pirles and Venice golde and the Cover thereof the/Jnner parte 
t
couered w  crimesen Vellat likewise enbrawdred/with damaske
pirles havinge a stele Classe in the same/ and the Kinges Armes
and Quene Janes Armes likewise/embrawderedwt a cover the
pipes couered w^ crimesen Vellat/likewise enbrawdered
havinge a rose crowned Vppon the/same standinge vppon a
t
foote of waineskott painted w /Rabeske woorke wherein liethe 
the Bellowes.
v) Item A paire of double Regalles w*" viij halfe Stoppes/ and one
t
hole stoppe of pipes of woodde gilte siluered and/painted w
t
Rabeske woorke and histories havinge the Kinges/Armes w in a 
gartire supported by his graces beastes painted and/gilte Vppon 
the trimmer of the same standinge vppon a foote/of woode 
beinge painted wherein liethe the Bellowes. 
vi) Item A paire of double Regalles w t iij stoppes of pipes of/
woode vernisshed yellowe and painted w anticke woorke/havinge
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t
the Kinges armes and Quene Janes armes w  twoo/playinge 
vppon a lute and a harpe and twoo singinge/painted vppon 
the same standinge vppon a foote of wainskot/painted yellowe 
with anticke woorkes wherein liethe the/Bellowes the same 
hathe but twoo stoppes of pipes and thother/Stoppe is but a 
Gimball.
vil) Item one paire of single Regalles w^ iij stoppes of pipes/of
woodde vernisshed yellowe standinge vppon a frame of/woodde
w  f ü j  pillors it hathe but one Stoppe pipe of tinne/one Regall
of Tinne and a Gimball.
viii) Item one paire of single Regalles w^ twoo Stoppes of/pipes
of woode vernisshed yellowe and painted w^ blacke/Rabeske
woorke standinge vppon a goote of wainskott w th/the Bellowes
liynge in the same it hathe but one Stoppe of/pipes of woode
w*" a Gimball of Tynne and a Regall of/papire.
ix) Item twoo paire of single Regalles euerie of theim w^vj/halfe
stoppes of brase pipes of woode gilte and painted/and havinge 
Ü '
the Kinges Armes w  in a Gartier and badges/painted vppon
the Bellowes standinge vppon a foote of/woode like a Cheste
painted blacke.
x) Item v smale paire of single Regalles twoo of theim being/
in Cases of Timbre couered w*" leather and thother iij in/Cases 
Timbre not covered, 
xi) Item one paire of single Regalles w^ twoo Stoppes of/pipes
of timbre and one Stoppe of pipes of Tinne of woode/painted
t
w  blacke Rabeske woorke and vernisshed standinge/vppon a foote 
of wainskott wherein liethe the Bellowes the/same hathe but one 
Stoppe of pipes of woode the Regall/of papire and hathe a 
Gimball.
xii) Item one paire of single Regalles w Ü iiij Stoppes of/pipes of
woode vernisshed yellowe and painted with blacke/anticke woorke 
standinge vppon a foote of wainskott the/Bellowes lienge in 
the same it hathe but one Stoppe of/pipes of woode A Gimball
of Tinne and a Regal.
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xiii) Item one paire of single Regalles w*" twoo stoppes of pipes/ 
couered w^ grene Vellat and garnisshed on the foreparte w V  
a narrowe fringe of Venice golde standinge vppon a foote/ 
of wainskott painted grene w*" the Bellowes H i n g e  in the/ 
same havinge a Gimball. 
xiv) Item one paire of single Regalles w^ vij halfe Stoppes of/
pipes of woode vernisshed yellowe and painted w*" blacke
Rabeske/woorke w*" a foote of wainskot vnpainted wherein 
liethe the/Bellowes the said vij stoppes are but vij Regesters 
deuided in iij/Stoppes w*" a Gimball. 
xv) Itm a paire of Regall[s] in a case cou[er]ted w^ crimson/Vellat.
xvi) Itm payre of Regall[s] in a case of lether.
xvii) Item one Doble Regall w^ doble pipes painted and/gilte
t t
w  Antique woorke w  a greate Rose painted and/gilte vppon
the foreparte of the foote thereof.
xviii) Item one olde paier of Regalles broken in peces.*
The largest group ( i t -  xiv) is to be found among the instruments in the
care of Philip van Wilder at Westminster: his catalogue divides them into
sub-groups of double and single regals. Five other examples were located
at Greenwich, Hampton Court, Windsor and the More.
It is clear from these desriptions that, in England by 1547, any chamber
organ which incorporated a rank of reeds was known as a regal. Continental
sources of the sixteenth and seventeenth centuries describe the mechanism
in detail; a metal reed, the languid, is fitted over a trough, the
2
shallott, and is free to vibrate as air passes over it. The reed is of 
the beating type and does not resemble the free reed of the harmonium and 
accordion.
The tuning of the reed is controlled by a spring which presses down on the 
languid to mark the limit of its sounding length. The end of the spring 
passes through to the outside of the instrument so that it can be adjusted 
for tuning purposes. The reed does not need a pipe to determine the pitch 
but a resonator may be placed over it to modify the tone colour. In 
general, larger resonators encourage more mellow sounds.
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In short, the regal is very similar to the modern organ reed except in the 
shape of the resonators. German sources distinguish several types of regal 
by the form assumed by the resonators. Trichterregal and Apfelregal 
(funnel and apple-shaped, respectively) for example. The regal may have 
been introduced to the English court from Germany : the instrument which was 
bought from the German,Sigemond Skeyf, at the suggestion of Benet de 
Opiciis in January 1518 is described in terms which suggest that it was 
unfamiliar.3
The inventory does not mention the shapes assumed by the resonators but, in 
several cases, the materials from which they were made are indicated; 
resonators of tin (vii) and paper (viii and XL) are positively identified 
while in two other instruments latten or brass may have been used (iv and 
ix respectively). The materials were chosen, like the shapes of the 
resonators, with a view to modifying the tonal characteristics of the 
reeds.
Like the modern organ reed, the regal evidently went out of tune very 
promptly. This is illustrated by Charpington’s bond, a document of 1536 
which records an agreement between Richard Charpington and the parish of
St. Olav’s in Exeter. The parish bought a pair of portatives (see above
lib iii Portative) from Charpington and he undertook to maintain, tune and 
repair
as well the pipes of the said portatyves as the bellows
and all other instruments now being in the said
portatyves except the stop of Regals in the
same instrument which must be tuned by the player thereof ... ^
It may have been common practice, at least where professional players were 
concerned, for the player to take responsibility for tuning the regal. 
Princess Mary’s payments for having the regals mended, or perhaps set in 
order, will be discussed later (see below lie ii The Use of the Regal) 
but it is worth noting that records of her payments for the maintenance of 
the regals are much less frequent than those for tuning the virginals.
This may suggest that she was able to tune the regal on a day-to-day basis.
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The detailed entries in the inventory make it plain that the regal stop was 
frequently, and perhaps normally, not found alone but was incorporated into 
an instrument which had a number of ranks of pipes as well. It may be 
significant that the whole instrument was called a "regal" rather than "a 
pair of organs with a regal"; this suggests that the reeds formed the basis 
of its tonal repertoire while the other stops were used to modify the tone 
colour or provide contrast. Be that as it may, it is clear that the regal 
could take the form of a substantial chamber organ with a variety of stops 
of both wood and metal pipes as well as the reeds from which it derived its 
name.
Six, and possibly a seventh, of the descriptions in the inventory (vii, 
viii, xi - xiv and possibly xvii) state that the instrument featured a 
gimball. It is tempting to read this word as cymball and to assume that it 
was a bright mixture to be added to the reed stop to give a registration 
which is still popular. However, the spelling is consistent and the script 
is clear and easily legible.
The Oxford English Dictionary indicates that gimbals and gimals were links 
transmitting movement within pieces of machinery or, in another sense, 
pairs of rings which were worn together. The word is probably derived from 
the same eource as the French jumeau (twin) and it is thus related to the 
musical term gymel. To turn to the internal evidence of the inventory, the 
idea of twinning or duplication is implied by the wording of one of the 
entries (vi) "... the other stop is but a Gimball". This suggests that the 
gimball could not be used as a separate stop although it might be confused 
with one while other entries also indicate that the gimball might be taken 
for an independent stop (vii, viii, xi, xii and xiv). One entry (xii) 
states that the gimball was made of tin and implies that it involved the 
use of pipes. The gimball was clearly not an effect like the cymbalstern, 
a star-shaped wheel which strikes a series of little bells; it had its own 
rank of pipes but could not be played by itself. The most convincing 
explanation is that the gimball was a mutation of some sort which was used 
to modify the sound of the other stops.
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Some of the entries are a little confusing in that the painted and 
decorated wooden casework is frequently described immediately after the 
list of stops so that it appears that some of the regals had lavishly 
decorated wooden pipes.
It is plain that most of the regals had at least one rank of pipes as well 
as the reed stop. The pipes might be of metal or wood while the resonators 
of the reeds might be made of tin, latten or paper. The five small regals 
in timber cases (x) may have consisted only of reeds without any 
additional pipework.
Three of the instruments (v and two at ix) had half stops, a useful device
which enables the performer to play a melody in one registration with a
contrasted accompaniment on a single manual instrument. Another regal
seems to have had three stops and a gimball with the stops divided,
5
presumably into bass and treble sections (xiv). Barry has suggested that 
one entry (ix) describes a double manual regal, basing this interpretation 
on the understanding that the "two pair of single regals" shared the same 
bellows and foot. However, the phrasing of the entry may also be taken to 
mean that both instruments, "every of them", formed a matching pair each 
with identical tonal resources, decorative schemes and stands. This 
interpretation seems to be more consistent with the use of half stops.
Two of the most lavishly decorated instruments (iv, vi) featured the arms 
of Jane Seymour; these must have been made, or at least decorated, during 
1536 or 1537. Anne Boleyn was executed on 19 May 1536 and the King 
immediately announced his intention of marrying Jane Seymour; the ceremony 
took place on 30 May that same year. It was announced that she was 
expecting a child on Trinity Sunday, 27 May, 1537 and Prince Edward was 
born in the following October. Jane Seymour died a few days later without 
having been formally crowned queen. The period during which her coat of 
arms would have been used for decorative purposes only extends over some 
eighteen months. It is possible that these instruments were made or 
decorated to commemorate one or other of the notable dates of her brief 
ascendancy.
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The decorative schemes used on the regals range from the lavish to the 
austere. It is not wise to base any discussion of the origin of the 
instruments solely on the evidence of the decoration, however tempting that 
may be. It must be recalled that the craftsmen in the royal workshops were 
engaged in the decoration of a wide range of artefacts and would have been 
familiar with European fashions. Some of the more lavishly decorated 
instruments may have been diplomatic gifts although Henry VIII might have 
indulged his taste for the magnificent by commissioning rich decorations 
for the instruments which he bought or had made.
The styles of decoration are varied and include arabesques (rabeske work), 
strapwork and grotesques (antick work) , scenes from mythology or chivalry 
(histories) and heraldic devices. The five single regals in plain timber 
cases (x) may have been intended for use in pageants or other dramatic 
performances.
Some of the descriptions are rather difficult to interpret at first sight 
and a detailed examination of one entry may help to elucidate some of the 
ambiguities and obscure passages. The instrument (iv) was an elaborate and 
imposing piece. Its musical resources consisted of a rank of reeds with 
resonators of latten, a yellow alloy similar to brass, and three ranks of 
pipes for which no specification is given. It took the form of a double 
regal with the extended range in the bass.
The outer surfaces of the case were covered with purple velvet on which was 
embroidered an all-over pattern executed in gold thread (Venice gold) and 
lengths of tightly coiled wire (purl) which were stitched down into the 
sorts of pattern which were associated with work from Damascus (damask) .6 
The case had doors or a shutter which were opened when the instrument was 
in use.
The internal surfaces of the case were covered with crimson velvet, again 
decorated with embroidery in Venice gold and damask purl; in addition, the 
arms of the King and Jane Seymour were embroidered onto the inside of the 
door(s) and a steel looking glass was also set into the velvet lining. The
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heraldic embroideries were protected by a cover which may have taken the 
form of curtains.
The pipes were covered with embroidered crimson velvet. It seems unlikely 
that the pipes themselves were covered with fabric and this feature
probably took the form of a panel of velvet mounted on a frame to form a
screen. This cover was embroidered with the Tudor badge of a crowned rose. 
The whole instrument stood on a panelled wooden stand, decorated with 
painted arabesques, which contained the bellows.
The regals form one of the largest group of instruments in the inventory: 
they are nearly as numerous as the virginals. This suggests that these two 
types of instrument may have anjoyed almost equal popularity at court.
Notes
1.BL Ms Harl 1419 i) Greenwich, In the kynges priuey Chamber f 54 r
Instrumentes at Westm in the Chardge of 
Philipp Van Wilder 
ii-vi) Double Regalles ff 200 r & v
vii-xiv) Single Regalles ff 200v, 20Ir
xv) Hampton Court, the longe Calorie f 247 r
xvi) Hampton Court, the Quenes Calorie f 249 v
xvii) Windsor Instrumentes f 315 r 
xviii) The More f 340 r
2. H. MOUNTNEY: The Regal
in GSJ XXII, 1969
3. L & P II ii: King’s Book of Payments, Jan 1518
4. Exeter City Library D23141, 10 Aug 28 Hen VIII (1536) quoted in
W. L. SUMNER: The Organ, 3rd Edn. Macdonald, London 1962
5. W . BARRY : The Keyboard Instruments of Henry VIII
in Organ Yearbook XIII, 1982
6. "Purl was coiled metal thread, usually couched down in small
sections... , or cut into tiny pieces which were sewn down like
sequins."
Correspondence: Miss S. M. Levey, Keeper, Department of Textiles & Dress
Victoria and Albert Museum, London
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lib v Claviorganum
Four examples of the claviorganum are to be found listed in the inventory:
i. Firste one faire Instrument being Regalles and/Virgynalles 
ii. Item An Instrumente w*" a single Virginall and single/
Regalle withe a Stoppe of timbre pipes of woode
Vernisshed/grene and redde.
• t t
iii. Item an Instrumente w  a double Virginall and a double/Regall w
iij Stoppes of pipes of woode painted w*" grene/Rabeske woorke w*"
a foote of wainskott and the Bellowes/lyinge in the same.
iv. Item a paire of single Virginalles w^ pipes Vnderneth/
t 1
and in a case of timbre couered w  blacke leather.
The first instrument was at Greenwich, the other three were among the
instruments in Philip van Wilder's care at Westminster and these entries
appear in the group headed Virginals.
It is quite plain from the inventory that there was no generally accepted 
term for the instrument at the time even among professional musicians; 
Philip van Wilder made no attempt to give a specific name nor did he gloss 
his description as he did in some other cases (see, for example, IVb ii 
Gitteron and VIb i Cornett) . The impression given in the inventory is that 
these instruments were probably quite unusual.
Three of the entries appear in the list of virginals at Westminster. Two 
of these (ii, iii) refer to instruments which combine a virginal and a 
regal; they appear at the beginning of the list of virginals so that they 
follow immediately after the regals which form the previous section. It 
seems that this represents an attempt to recognize the fact that, although 
these instruments were properly regarded as virginals, they shared some 
major characteristics with the regals. It is interesting to note that the 
first of these entries (ii) relates to a single virginal and regal and that 
it is followed by entries describing double instruments although the normal 
order in the inventory is for double instruments to be listed before single 
ones. Perhaps this instrument's similarity to the regals was felt to be 
more distinctive than the fact that it was a single instrument.
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The final entry (iv) appears among the single virginals and there is no 
distinction between it and its neighbours apart from the words "with pipes 
underneath". It is preceeded and followed by entries referring to ordinary 
single virginals and there is nothing to indicate that it was regarded as 
different from the other virginals in any way. This evidence suggests that 
the claviorganum was treated as a variant form of the virginal in that it 
happened to have pipes as well as strings but that this feature did not 
mark it off from other virginals or cause it to have a different name.
Three of the four claviorgana (i, ii, iii) combined virginals with regals 
and we know that of these the two examples at Westminster (ii, iii) had 
pipework as well as reeds and plucked strings. We have already seen (see 
above II b iv Regal) that the regal could take the form of a substantial 
chamber organ and these instruments add the further dimension of the 
strings of the virginal.
The other instrument (iv) incorporated both plucked strings and pipes but 
did not have any reedwork; it should be noted that it is separated from the 
other two claviorgana described in the same section of the inventory, which 
are listed together. The addition of pipework alone to a pair of virginals 
does not seem to have been sufficient to classify the resulting instrument 
with the combinations of virginals, pipes and reeds. This all tends to 
confirm the impression that the claviorganum was not regarded as a distinct 
type of instrument but was treated as one of the available sorts of 
virginal.
Only one example of the claviorganum is identified as having the extended 
compass of the double instruments (iii). Two of the others (ii, iv) are 
positively identified as single virginals with either a regal or pipes: 
the description of the instrument at Greenwich does not specify the 
compass.
The concept of the claviorganum is an inviting one as the two divisions of 
the instrument should complement each other perfectly. The tonal make up 
of the sound of the virginal consists of a very sharp attack followed by a
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rapid decay: there is very little sustaining power. The sound of the
organ, on the other hand, consists almost entirely of sustaining power. A 
combination of these two elements, the bright attack of the plucked string 
and the sustained quality of the organ, represents the philosopher's stone 
as far as instrument-makers are concerned. Like the philospher's stone, 
however, the ideal claviorganum is difficult to achieve in practice. The 
strings and pipes tend to react differently to changes in temperature and 
humidity and as a result the two divisions go out of tune independently.
The addition of a rank of unstable reeds can only have added to the 
possibilities for musical chaos. In consequence, the claviorganum has been 
reinvented at intervals throughout the sixteenth, seventeenth and 
eighteenth centuries but it never really established itself as a useful 
instrument.
The mysterious instrument which William Lewes shipped to Greenwich in 1530 
was probably a claviorganum; the entry in the Privy Purse accounts reads as 
follows:
6 April 1530: Itm the vj daye paied to Willm Lewes
for ij payer of virginall68 in one coffer w*" iiij stoppes 
brought to Grenewiche iij li.
And for ij payer of virginall68 brought to the More 
other iij li.
And for a little payer of virginal!68 brought to the
2
more xxs. vij li.
A coffer was a trunk or packing case and the word does not seem to have 
been used to refer to the casework of an instrument. There are numerous 
examples in the inventory of instruments which were fitted with a 
protective outer case; in all these the word "case" is used and we must 
suppose that this was the normal term. This reference could be, and has 
been, interpreted as referring to a double manual harpischord with four 
stops. This seems to be highly improbable and anachronistic; the only 
context in which a pair of virginals was likely to have stops in 1530 was 
if it incorporated an organ or regal.
We have already seen that Philip van Wilder thought of the claviorganum as
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a type of virginal although his written descriptions mention the regal and 
organ elements. In speech, however, the instrument may well have been 
described as a pair of virginals with the stops mentioned as a 
distinguishing characteristic.
Notes
th
1. BL Ms Harl 1419 i) Greenwich, In the Kinges W drawing Chambre f 56 r
ii-iv) Instrumentes at Westm in the Chardge of Philipp Van 
Wilder, Virgynalles ff 201v, 202r
2. Privy Purse Expenses Henry VIII 6 April 1530.
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lib vi "An Instrument that goeth with a Wheel without playing upon”
One of the most enigmatic entries in the inventory is to be found among the
lists of virginals at Westminster:
t '
Item an Instrumente that goethe w  a whele withoute/ 
playinge vppon of woodde vernisshed yellowe and painted/
blewe w*" vj rounde plates of Silver pounced w*" anticke/
t 1
garnisshed w  an edge of Copper and guilte.
The instrument is listed after two examples of the claviorganum and before
the double virginals.
This section of the inventory was compiled with the professional assistance 
of Philip van Wilder; the instruments in his charge are consistently 
catalogued in a logical sequence and some groups of entries are marked off 
with clear sub-headings. This entry is found among a group which is headed 
Virginals and which follows the equally clearly marked group of Single 
Regals.
The first two entries in the section devoted to virginals describe examples 
of the claviorganum, then follows the instrument under discussion, next the 
double virginals and the list is completed by the descriptions of the 
single virginals. The position occupied by the ’instrument that goeth with 
a wheel’ clearly relates it to the virginals; it appears in a clearly 
marked sub-section devoted to the virginals, it follows the claviorgana 
which, as we have already seen (see above lib v Claviorganum) , were 
regarded as a sort of virginal and it precedes the double virginals. There 
is no mention of pipework or reeds in the description and this implies that 
it was a simple stringed instrument; it seems to have depended on a 
plucking action since the clavichords are listed elsewhere (see below lib 
ix Clavichord) .
The words "that goeth with a wheel" suggest two possibilities; either the 
instrument worked along the lines of the hurdy-gurdy or it was mechanically 
operated like the barrel-organ. Two lines of argument suggest that the 
latter explanation is more probable. Philip van Wilder's system of
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cataloguing is logical and systematic, like instruments are consistently
listed together; he is unlikely to have included the continuous bowing
technique of the hurdy-gurdy among the plucked strings of the virginals.
His awareness of the importance of the way in which the strings of keyboard
instruments were sounded is evident from the fact, which we have already
noted, that the two clavichords are listed among the "instruments of sundry
kinds". The revolving wheel of the hurdy-gurdy was applied to keyboard
instruments in the seventeenth century; an example is illustrated in
2 3
Praetorius and an actual example of 1625 is preserved in Brussels.
Both of these examples, however, were played by means of a conventional
keyboard and while both arguably "go with a wheel" they do not seem to have
gone "without playing upon".
It seems much more likely that the description refers to a mechanical 
instrument like a barrel-organ. While this mechanism is most commonly 
associated with organs and bells, there is no practical reason why it 
should not be applied to the virginal. The pinned barrel had been used in 
carillons in the Low Countries during the fifteenth century and the device 
is described in a manuscript of about 1350; a barrel-organ which was 
originally built in 1502 survives in Salzburg although it has been 
modified. ^ The barrel mechanism was also known in England in the 
sixteenth century; the churchwardens’ accounts of St. Martin’s church in 
Leicester record a payment in 1546
5
for mendynge of the barrel that the chime goeth with.
Here we even see the same construction; the instrument described in the 
inventory "goeth with a wheel" while the chime at Leicester "goeth with a 
barrel".
The barrel-organ and carillon mechanism would probably have been produced 
by clock-makers and it should be noted that mechanical spinets were made in 
Augsburg in the late sixteenth century by Samuel Bidermann.^ Augsburg and 
the surrounding region of southern Germany was a centre for the production 
of elaborate clocks and although Bidermann himself was born in 1540, he may 
have been working within an established local tradition of which little 
evidence survives.
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To turn to the instrument's decorative scheme, it is described as being 
made of yellow-varnished wood with blue paintwork; it is edged with gilt 
copper and decorated with six round plates of silver with a pierced 
decoration perhaps featuring classical heads or strapwork designs ("pounced 
with antique"). This is quite similar to the type of decorative metalwork 
which was applied to boxes and cabinets by Augsburg craftsmen.
On balance, therefore, the "instrument that goeth with a wheel without 
playing upon" was probably a pair of mechanical virginals operated by a 
variant of the pinned barrel. It may have been given to the King, an 
appropriate choice of gift combining something of the status of a clock 
with music, a pastime close to the King's heart. It may have been 
imported, perhaps from Augsburg, although it should be pointed out that the 
royal craftsmen probably had the expertise to make such an instrument. It 
should be recalled that Queen Elizabeth I presented the Sultan of Turkey 
with an elaborate chiming clock with automata made by Thomas Dallam in 
1599; while this is considerably later than the period under discussion 
here, it is unlikely that Dallam was working entirely without English 
precedents.
Notes
1. BL. Ms Harl 1419: Instrumentes at Westm in the Chardge of Philipp Van
Wilder, Virgynalles f 201 v
2. M. PRAETORIUS: Syntagma Musicum II De Organographia Wolfenbuttel,
1617, Reprint Barenreiter Kassel, 1971
3. Mu see Instrumentale, Conservatoire Royal de Musique, Brussels
4. AWJG ORD-HUME: Barrel-Organ
George Allen & Unwin, London, 1978
5. Quoted in P. PRICE:Bells and Man
Oxford University Press, Oxford, 1983
6. KLOTZ: Bidermann in New Grove Dictionary of Music and Musicians
(ed. S. SADIE) Macmillan, London, 1980
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Illustration J: Miniature virginal s , Italian ? Dated 1575
Photograph : Horn iman Museum, London
3 D . I/ I
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Ilb vit Virginal
Twenty-seven pairs of virginals are listed in the inventory as well as
three instruments "like a harp" and four claviorgana which incorporated
virginals and regals or pipe organs and which, as we have already seen (see
above lib v Claviorganum) , were probably regarded as being a variant form
of virginal. The entries themselves read as follows:
i) Itm a paier of Virgynalles
ii) Item twoo paire of double Virginalles thone covered w*"/
t
blacke Leather and the lidde lined w grene bridges Batten/
And thother covered w*" redde leather.
iii) Item a paire of double Virginalles couered w^ blacke/
t
Leather partelie siluered the lidde lined w  grene bridge[s] 
satten.
iv) Item a paire of double Virginalles of Cipres in a/Case of 
wainskot.
v) Item a paire of single Virginalles covered w*" redde leather/ 
and the lidde lined w  grene bridges Satten. 
vi) Item twoo paire of single Virginalles thone of theim/
havinge keies of Juorie and thother of Boxe w^ twoo Cases 
to/them of redde leather p[ar]telie gilte and lined w t blacke 
vellat.
vii) Item A paire of single Virginalles couered w t grene bridge[s]/ 
Satten w*" iij Tilles in theim. 
viii) Item twoo paire of single Virginalles couered withe/blacke 
Leather.
ix) Item one paire of single Virginalles covered with/redde 
Leather.
ixa) (see above lib v Claviorganum, entry iv)
x) Item A paire of single Virginalles couered w t redde/leather
partelie guilte.
xi) Fyrste one newe paire of double Virginalles couered w t/blacke
leather w*" smale roses printed and gilte vpon it the/lidde
Ü t
lined w  grene satten and garnisshed vpon w  redde/silke
Ribonne lozenge wise.
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xii) Item another newe paire of double Virginalles Vernisshed/
t
yellowe and painted allouer w  redde rabeske woorke the lidde/ 
beinge lined w*" purple sarceonet and havinge the King[es] armes/ 
painted and guilte in the middes of hit.
xiii) Item a litle paire of virginalles single couered w*" redde/
leather in a Case of woode couered w*" blacke lether.
xiv) Itm a paire of Virginall[es] the case covered/w*" blacke Lether.
xv) Itm Seven paire of Virginall[es] in cases of/printers Lether.
xvi) Item two paier of olde Virginalles
xvii) Item A paie1" of Virginalles Verye olde & broken.
Wing-shaped hapsichords are specially indicated in the inventory (see below
lib vii Virginals made harp-fashion) and so these are almost certainly all 
virginals in which the strings travel at right angles to the keys and the 
jack-rail is set diagonally above the strings. No reference is made to the 
outlines of these instruments which may have assumed either a polygonal or 
a rectangular form.
It is customary to divide virginals into national schools; lightly 
constructed instruments which require a protective outer case are normally 
ascribed to Italy while the more robust, thick-walled examples are 
described as Flemish. While this is quite a useful rule of thumb, the 
facts were probably a little more complicated. Ripin has pointed out that 
the great Flemish school of virginal-making was almost certainly founded by 
German craftsmen who were familiar with the "Italian" style of 
construction. It is probably wisest to refer to "thin-walled" and 
"thick-walled" instruments and to bear in mind that craftsmen of any 
nationality were quite free to work in either style.
Three of the pairs of virginals listed in the inventory were almost 
certainly thin-walled as they are described as having separate cases. One 
example (iv) had a panelled wooden case, wainscot; a second (xiii) had a 
wooden case covered with black leather. The third (xiv) had a 
leather-covered case which may have been made of wood. It should be noted 
that one of these thin-walled instruments (iv) was made of cypress, a
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wood which was particularly associated with the Italian tradition. Wilson 
Barry has pointed out that in this last instance it may be just the 
soundboard which was made of cypress; however this is based on the 
interpretation of the word case to mean the casework of the instrument
3 * ’
itself. This interpretation does not seem to be confirmed by the internal 
evidence of the inventory where the case seems always to be a protective, 
separate cover; two of the regals, for example, have cases which also serve 
as stands (see above lib iv Regal entries ii & iii).
Five other instruments seem to have been of thick-walled construction (the 
first at ii, iii, v, xi and xii); these are not described as having cases
but they did have lids lined with fabric. The first four were covered with
leather which again tends to suggest thick-walled construction; the 
apparently thin-walled, little virginal (xiii), however, was also 
leather-covered as well as having a wooden case which was itself covered 
with leather. The lids of three of these virginals, and possibly also of a 
fourth (ii, iii, v and possibly xi) were lined with bridges [Bruges] satin 
in green; it is tempting to suppose that this suggests a Flemish origin for 
these instruments, however Bruges satin was quite readily available in 
England and was used for upholstery and similar purposes. Indeed, this 
material may be one of those commodities, like plaster of Paris and
Brussels sprouts, which are named after a place but do not necessarily
originate there. Green was a Tudor colour and these instruments may have 
been decorated by or for the English court.
A further five instruments (the second at ii; two examples at viii; ix and 
x) are described as being covered in leather and, since the wording of the 
entries distinguishes between these and a further group with leather cases, 
they may also have been made in the thick-walled style. As we have already 
seen, however, the small pair of leather-covered virginals (xiii) indicates 
that this is by no means certain.
Two instruments (vi) had red leather cases which were lined with velvet. 
Elsewhere (xiii) the inventory is at pains to describe a rigid wooden case 
covered in leather and this suggests that these two pairs of virginals had
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soft leather storage cases similar to the bag in which one of the Mary Rose 
fiddles was found (see below Illb iv Fiddle) , Since these virginals had 
protective, but not rigid cases they may have been sturdier than the light,
thin-walled instruments. However, since one of the sets of cornetts (see
below VIb i Cornett) is quite clearly stated to be stored in a leather bag 
and not a case, perhaps the leather cases for virginals were somewhat 
stiffer and heavier.
Seven pairs of virginals at Hampton Court (xv) may also have had leather 
cases for storage; this entry, however, was not compiled by Philip van 
Wilder and it may not be so precise in its phrasing. These virginals are 
listed among the contents of the Long Gallery at Hampton Court along with a
pair of regals and a pair of virginals 1 fashioned like a harp1. A set of
"crokhornes", which can probably be identified as cornetts (see below VIb i 
Cornett) , was also kept in the same room. Galleries were intended for 
exercise and recreation and perhaps these instruments were used to 
entertain those who strolled along the gallery looking at the many 
paintings. Seven is a large number of virginals to find in one place and 
the room may also have been used for the fopen storage’ of some of the 
instruments which were kept at the palace.
One final instrument (vii) was almost certainly made in the thick-walled
style. It is a pair of single virginals covered with green Bruges satin;
it seems unlikely that a thin-walled instrument would have been covered
with a fairly thick, and therefore dampening, fabric. The instrument is
described as having three tilles in it: it has been suggested that these
were Delft tiles. However, they were probably tills or small storage
compartments. A number of other entries in the inventory refer to coffers
with tills and at Bedington there was
£
a presse made w drawing/Tilles full of Evidences
Courtrowles w*" other/writinges ....
One of the pairs of virginals described in the inventory seems to have been 
of an unusually small size. The last entry in the unheaded list (xiii) 
describes a "little pair of virginals single covered with leather". This
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instrument has already attracted attention because, as well as being 
covered with leather, it had a wooden case which was itself covered with 
leather. The word 1 single* in the description almost certainly refers to 
the compass of the instrument as the inventory makes no other mention of 
leather being applied in multiple layers. The outstanding feature of the 
pair of virginals was that it was "little" and we must suppose that it yas 
markedly smaller than the average pair of single virginals. It may have 
been an instrument designed to play above normal pitch, a scaled down 
instrument for a child or an elaborate toy. A pair of miniature virginals 
in the Horniman Museum (29.3.61/1: Illustration 1), which is dated 1575, is 
fitted into a small case with drawers which might hold trinkets or small 
pieces of jewelry; this may be an example of such a "little" virginal.
One of the entries (vi) describes two pairs of virginals, one with keys of 
ivory and the other with keys of box. This is most probably the easiest 
way of identifying the two instruments but it may indicate that keys were 
normally made of some other material such as bone or fruitwood.
One of the most frequently quoted and discussed references to the virginal 
during the reign of Henry VIII is the description of "two pair of virginals 
in one coffer with four stops''^ which William Lewes transported to 
Greenwich in April 1530. This quotation has been discussed elsewhere (see 
above lib v Claviorganum) , suffice it to say here that it should not be 
taken as an early reference to a double manual harpsichord with multiple 
effects.
To return to the inventory, the entries give only hints as to the possible 
origins of the various instruments and it is virtually impossible to say 
whether any of them was made in England. The circumstantial evidence 
suggests very strongly that virginals were made in England; this was such a 
popular instrument that it is hard to believe that it was always imported. 
There was certainly a flourishing organ-building tradition in England at 
the time and a French document of 1503 contains a hint that organ-builders 
may have been expected to turn their hands to making virginals . This bill 
of sale is in Latin and originates from the Montpellier region of France:
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it contains the following stipulation:
....unum instrumenturn dictum et appellaturn spineta sive
gravicorde, bonum et sufficientem ad dictum magistrorum
expertorum in similibus instrumentis sive arte organistariae
[....the instrument said and called a spinet or harpischord
good and true in the opinion of expert masters in the
5
like instruments or in the art of organ-building.]
While the practices of provincial France in 1503 may not be an accurate 
reflection of the English court some decades later we shall see (see below 
Ile i The use of the organ) that in 1514 the official records designated 
William Lewes "organ-maker and keeper of the king's instruments" whereas 
from 1529 onwards he was described as an "instrument-maker". By way of 
confirmation, William Tresorer seems to have arrived in London in about 
1547 : in the register of aliens dated 30 April 1549 he is described as an
6
organ-maker whereas in May 1571 his occupation is given as virginal-maker.
Briefly stated, there is evidence to suggest that English organ-builders of
the early sixteenth century may have been capable of making virginals and
quite possibly did. Instruments were imported from Europe and foreign 
virginal makers also settled in London, so it may be that demand for 
virginals exceeded the supply or that continental instruments enjoyed a 
certain prestige.
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lib viii Virginals made harp fashion
Two entries in the inventory refer to instruments which are described as 
virginals made like a harp:
i) Item twoo faire paire of newe longe Virginalles made/
harpe fasshion of Cipres w  keies of Jverie havinge the/
kinges armes crowned and supported by his graces beastes/
t ■ t
w i n  a gartier guilte standinge over the saide keies w  /
t
twoo caeses to theim couered w  blacke leather thinner/
partes of the liddes to the saide caeses beinge of wallnuttre/
£
w  sondrie antickes of white woode wrought in the same, 
ii) Itm a paire of Virginalles facioned like a harp.*
The crucial phrases "made harp fashion" and "fashioned like a harp" are 
open to contrasting interpretations and opinion is divided as to whether 
the instruments in question were bent-side harpsichords or upright 
harpsichords, clavicytheria. There are, however, some less ambiguous 
features to the descriptions and these will be discussed first.
The wording of the longer entry (i) implies very strongly that these two 
instruments formed a pair; probably identical in structure and decoration, 
they almost certainly came from the same source and may have been made by 
the same maker.
The physical description suggests that these two instruments originated in 
Italy. The use of cypress in the construction is characteristic of Italian 
workmanship, although, as Koster has pointed out, this feature alone should 
not be regarded as final proof of Italian origin. The instruments were 
fitted with outer cases and this, too, is an Italianate feature. Lightly 
constructed, delicate instruments needed to be protected by sturdy wooden 
cases ; although this practice was not exclusive to Italian makers, they 
certainly favoured this particular form of construction.
The outer cases were covered with leather. This would have served two 
purposes; on a practical level it would have rendered the joints of the 
wooden case airtight and dustproof while, as a decorative device, it could
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make a stout timber case into an attractive piece of furniture suitable for 
display in the smartest surroundings. Such leather coverings were 
frequently decorated with tooling and enriched with details in silver and 
gilt.
The inner surfaces of the lids were of walnut decorated with strapwork 
ornament inlaid in white wood. The description implies that this was a 
decorative lining to the parts of the case that would be seen when the 
instruments were in use. The cases themselves were probably not of walnut 
which was still an exotic wood in England at the time, although its use was 
more widespread in Italy and France. Several items of furniture and a 
group of recorders in the inventory (see below Vb i Recorder) are described 
as being made of walnut and this confirms that it was an unusual enough 
material to warrant a special mention. The insides of the lids were 
decorated with inlaid patterns of white wood and this description suggests 
the influence of certosina work. Decoration alia certosina involved 
inlaying patterns in bone into a contrasted wooden ground; the technique 
was derived from middle-Eastern workmanship and was very popular in Italy. 
The embellishment of the inside of the lid suggests that this part was 
intended to be seen and admired, the instrument therefore, was probably not 
removed from the case when it was played.
Four elements, then, point to strong Italian influence in the construction 
and decoration of these instruments: cypress wood was involved in the
structure; the instruments required protective outer cases and were, by 
implication, lightly built; the lids of the cases were lined with walnut ; 
the decorative scheme involved strapwork inlaid in contrasting, 
light-coloured wood.
The description notes that the keys were faced with ivory. We have already 
noted that one of the other virginals (see above lib vii Virginal entry vi) 
had ivory keys and this entry tends to confirm that such an exotic and 
expensive material was so unusual as to deserve a special comment.
These instruments must have been very handsome and the words of the
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official document confirm this by referring to them as "fair". The royal 
coat of arms with its supporters and motto was painted above the keyboard 
of both; Barry has suggested that these instruments were specially 
decorated for presentation to the King. While this is not improbable, it 
should be recalled that heraldic painters were employed at court and so it 
would have been possible for royal craftsmen to add this detail after the 
instruments’ acquisition. Nevertheless, a pair of instruments lavishly 
decorated with exotic materials and inlay would have been an eminently 
suitable gift for Henry VIII.
The position of this entry in the inventory may be significant in itself.
It comes at the end of the list of virginals and follows an entry referring 
to a pair of single virginals. Philip van Wilder’s cataloguing system 
follows a logical progression and this may suggest that these instruments 
were in some way different from the other pairs of virginals in his charge. 
It may also be significant that this is the only reference to virginals in 
this section of the inventory which does not specify whether they were 
double or single instruments.
Basing his arguments on English keyboard music, Koster has deduced that 
English musicians were accustomed to using instruments with a full 
chromatic range in the lowest octave. Thus a pair of double virginals 
would descent to C ’ without a short octave, although in line with later
2
practice, C#’ may have been omitted so that the note could be used for A".
Barry argues that a pair of double virginals was defined by having C ’ as
the lowest note and that, by omitting the terms ’double’ and ’single’ from
the description the "long virginals made harp fashion" were identified as
extending below the normal compass of the double virginals: he suggests
that these were examples of Italian harpsichords with a short octave GG/BB 
3
in the bass .
Opinion is divided as to whether the strings of the "new long virginals 
made harp fashion" travelled in the vertical or the horizontal plane; 
whether the instruments were bent-side harpsichords or clavicytheria.
Either arrangement could be described in terms of a harp with the case
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following the profile of the string lengths. Such evidence as there is 
comes from the actual phrasing of the entry and here there is some 
ambiguity. The instruments are described as "new". Two other entries in 
this section refer to "a new pair of virginals" (see above lib vii Virginal 
entries xi & xii) with a fairly obvious implication that these instruments 
have been recently acquired but were not particularly unusual. Here, 
however, the description reads "two fair pair of new long virginals". It 
may be that this is a deliberate attempt to indicate a newly-introduced 
type of instrument. Angel musicians in the Beauchamp Chapel in Warwick 
(1439-47), Manchester Cathedral (1465-68) and March (before 1500)^ show 
that wing-shaped keyboard instruments were not unknown in England during 
the fifteenth century although the fully developed Italian harpsichord does 
not seem to have been made before the decade 1510-20. No English examples, 
representations or descriptions of the clavicytherium, however, have 
survived from the sixteenth century so this may have been regarded as an 
even more unusual type of instrument. On the other hand, it may not be the 
shape of the instruments which is described as "new" but some other 
feature, perhaps an unusual compass or keyboard layout if Koster and 
Barry’s hypotheses are correct.
The instruments are described as "long virginals". "Long" could be used to 
indicate height at this time but in most cases the context seems to demand 
its interpretation in terms of horizontal measurement; "great" is perhaps 
more common at this period in the sense of "tall". Furthermore, the 
instruments were fitted with lids, a feature which was shared by a number 
of other virginals but by none of the more vertical instruments such as 
organs. The Oxford English Dictionary does, however, give one example from 
the 1530s of the use of "lid" in the sense of "shutter or door" instead of 
its more normal meaning of a horizontal cover.
There is considerable scope for the interpretation of this entry, indeed 
some of the words may have been ambiguous when they were written. It may 
be significant that while a number of Italian bent-side harpsichords have 
survived from the first half of the sixteenth century, there are no 
surviving Italian clavicytheria from this period. On balance then, it
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seems most likely that these were Italian harpsichords, perhaps with an 
extended range in the bass.
The other, isolated entry (ii) comes from a part of the inventory which was
not compiled with the assistance of Philip van Wilder; the official who
drew up this section does not, for example, distinguish between single and
double virginals although he does distinguish virginals and regals. The
description is too loose to permit an interpretation of the way in which
this instrument differed from other virginals with which the compiler was
more familiar. Van der Meer has suggested that this may be an example of
the soft-toned keyed harp but there seems to be no way of confirming this 
5 '
identification.
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lib ix Clavichord
Two examples of the clavichord are described in the inventory: 
i) Item A paire of Clavicordes couered w t gilte Leather
ii) Item a paire of Clavicordes couered w*" leather siluered. 1
They are found among the instruments for which Philip van Wilder was 
responsible and they head the list of "instruments of sundry kinds". Thus, 
they follow immediately after the lists of keyboard instruments, which end 
with the virginals. It is quite plain from the layout of the inventory 
that the clavichord was recognized as a separate and distinct category of 
instrument.
It has been suggested that the term "virginals" was used in a general sense
in the early sixteenth century and embraced both the virginal itself and
the clavichord. We have already seen (see above lib v Claviorganum) that
the claviorganum was probably regarded as a type of virginal and was not
necessarily distinguished from the normal virginal in speech. The evidence
of the inventory indicates that Philip van Wilder distinguished between the
virginal and the clavichord. However, it may be argued that, as a
professional musician, he might be expected to recognize distinctions which
were too subtle for the layman. It is particularly significant, then, that
the official who compiled the inventory of Lord Mounteagle’s property in
1523 also recognised the difference between the clavichord and the
virginal. The Mounteagle inventory is not in any way a specialised musical
document yet a pair of clavichords is listed among the contents of the gilt
2
chamber while a pair of virginals is entered separately.
This inventory of 1523 also provides some valuable information about the 
way in which the clavichord was set up and maintained in the early 
sixteenth century. Among the contents of a coffer in Lord Mounteagle’s own 
chamber was found
2
Thirty knots of red clarycorde wire.
This indicates quite clearly that Lord Mounteagle’s clavichord was strung 
with copper, brass or possibly bronze but not iron. Another reference to 
clavichord wire, but without a reference to the material, is to be found
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among the miscellaneous items included in the accounts of the Great
3
Wardrobe for 1525. It should be noted that, while surviving documents do 
record the purchase of gut strings for lutes and viols, there were no other 
references to the purchase of wire for stringing keyboard instruments.
This could be an indication that players were expected to undertake basic 
maintenance of the clavichord.
We have already seen that professional players could be called upon to tune 
their own regals (see above lib iv Regal) while Princess Mary's 
arrangements for the professional tuning and maintenance of the virginals, 
which may perhaps be taken as representative of the activities of noble 
amateurs, are discussed elsewhere (see below lie iii The use of the 
virginal) . References to the tuning and maintenance of the clavichord are 
very rare but they may be hidden among the normal activities of tuning the 
virginals and not warrant a special comment in the records. However, as we
know that at least two households of the early sixteenth century kept 
supplies of wire for restringing the clavichord perhaps the instrument was 
also tuned domestically, possibly by the player.
There are literary references to tuning the clavichord which suggest that 
it was not always correctly done and it may have proved too difficult for
some players. An extract from the Treatise between Trowthe and
Enformacion, written by William C o m y s h  in 1504, makes this point:
The Clarricord hath a evynly kynde;
As the wyre is wrested hye and lowe.
So tunyth it to the player's mynde,
For as it is wrested so must it nedes showe
As by this reson ye may well knowe
An instrument mystunyd shall hurt a trewe songe
Yet blame not the clarricorde, the wrester doth wrong.^
One technical feature of the clavichord makes the process of tuning a 
little simpler and might be expected to help the player. The pitch of the 
note is determined by the position of the tangent as it strikes the string;
in effect, the tangent acts as a nut marking off the end of the sounding
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length. This fact is exploited by the practice of fretting, where two or 
sometimes three, different notes are produced from one string by arranging 
tangents so that they strike at different points along the string. In 
consequence, the clavichord has fewer strings to tune than the virginal; in 
one tuning system, for example, there are only four strings to the octave.
It is possible that Henry VIII owned a pedal clavichord at some stage; such
an instrument, however, is not identified in the inventory. Alamire, the
musician, cleric and spy, wrote to the King in May 1515 telling him of the
music and instruments which he had acquired for him; he stated
Ego dimisi unum manicordium cum pedale in 
5
Grimtwitz.
[I have personally sent one clavichord with pedals 
to (in) Grimtwitz (Greenwich?) fp]
The pedale may be merely a stand with feet but it is plain that the pedal 
clavichord was known on the continent in the fifteenth century 
(illustration 3).
Apart from references to its function as a practice instrument (see below 
lie iv The use of the clavichord), the majority of the documentary evidence 
concerning the clavichord dates from the earlier years of the sixteenth 
century. This may reflect a decline in the instrument's popularity as the 
century progressed.
Notes
1. BL Ms Harl 1419 : Instrumentes at Westm in the Chardge of Philipp Van
Wilder Instruments of sonndrie kindes. f 202 r
2. L & P III ii, 1989 Lord Mounteagle's Inventory, 1523
3. L & P IV i, 1675 Account of Sir Andrew Wyndesore, Keeper of the
Create Wardrobe, 20 September 1525
4. Quoted in F.W. GALPIN: Old English Instruments of Music,
(ed & rev DART) 4th Edition, Methuen, London 
1978
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Illustration 4: Michael Mercator, two portrait medallions dated 1539 
Photograph: British Museum, London
56
Ile i The Use of the Organ
The documentary evidence which will be discussed here suggests, as one 
might expect, that the organ was an essential element in the liturgical 
practices of churches and chapels during the early sixteenth century; it 
was also played in a domestic context and could be used to give solo 
recitals. The search for information is slightly confused by the fact that 
a multi-barrelled artillery piece of the time was also called an organ 
because of its superficial resemblance to the musical instrument.
The organ is frequently mentioned in an ecclesiastical context. The Bishop 
of Lincoln reminded Cardinal Wolsey that he should acquire at least two 
pairs of organs for the chapel in Cardinal College, Oxford, when it was 
being set up in 1526.* In fact, two organs seem to have formed the minimum 
requirement for a liturgically active establishment and the 1538 inventory 
of White Friars, the Carmelite house, in Chester indicates what must have 
been the normal disposition of the instruments:
A pair of organs in the quire.
A greate pair of organs over the choir door.2 
The small organ in the body of the choir would have been used to accompany 
the chanting of the office if required and to give pre-intonations and 
starting notes. The larger instrument would have been played in a more 
purely instrumental way and its use may have been restricted to those 
services which a congregation of the public might attend.
Cardinal Wolsey1s own household chapel had three organs which are briefly 
mentioned in the inventory of 1530
Chapel Stuff: Three pairs of organs .... two cases for
the small organs and their bellows.3 
The liturgical practice of the time often required the choir to leave its 
normal position and sing a devotional piece at some other place in the 
building; an additional organ which could be moved to these stations would 
be of obvious value. It is interesting to note that two of the organs in
Wolseyfs chapel were small and had separate cases, these were probably
portable instruments of chamber dimensions.
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In May 1518, the organ at the royal house in Woodstock needed to be
repaired and it was found necessary to borrow the organ from the local
parish church.
Two men of London, for mending the organs at Woodstock
and transporting the organs of Woodstock parish church
to the manor of Woodstock, and thence back again to
A
the church. 16s 8d
An organ was perhaps needed urgently for a service in the chapel,
Ascension Day fell on 13 May that year and, as a major feast, there may 
have been a more elaborate liturgical performance. We note that 
organ-builders were brought in from London rather than from one of the 
local centres; although William Lewes was already employed at court by that 
date he does not seem to have been involved in this transaction.
Playing the organ in church was one of the normal duties of the
professional singing man and, as we shall see later (see below lie iv
The use of the clavichord) , the boys of the choir would be taught to play
the organ as part of their studies. Some establishments undertook to
provide clavichords as practice instruments. Whythorne confirms this
aspect of professional training in his autobiography; when he was a young
boy in 1538 he was asked what profession he wished to enter and, having
rejected the church, law and medicine, another career was suggested to him:
Music, as to learn to sing and play on the Organs, the
which be good qualities and be much esteemed in these
days, and by them many men do live very well, and do
5
come to preferment thereby.
The organist seems, then, to have enjoyed the same professional status as 
the singing man and to have been superior in rank to the minstrels. The 
Gentlemen of the Chapel Royal occupied the lowest position among the 
acknowledged gentlemen at court but they were considered much superior to 
the instrumental musicians who ranked with the artisans and yeomen.
As well as the "rank and file" organists there were also specialist solo 
performers on the organ. As early as 1498 wages of 10s a quarter were paid 
to "Arnold Jeffrey, organ player" and "my lorde Prince organ pleyer".^
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Internationally famous virtuoso performers also played at court, either as 
visiting musicians or as established members of the household.
Dionysio Memo, the first organist at St. Mark's Venice from 1507 until 
1516, arrived in London in September 1516 and was subsequently appointed to 
a position in the royal household. His career at court is quite fully 
documented in the despatches of Sebastian Giustinian, the Venetian 
Ambassador, and a consideration of his activities will shed some light on 
both the court and the musicians who played there.
Memo made the journey to London with the permission of the Venetian 
authorities and he brought his own instrument with him:
Friar Dionisius Memo, the organist of St. Mark's, arrived 
here a few days ago with a most excellent instrument of
7
his, which he has brought hither with much pains and cost.
The Ambassador introduced him to Cardinal Wolsey, who heard him play and 
recommended him to the King.
It was important to obtain the assistance of influential patrons with 
access to the King. The court was besieged by petitioners for royal favour 
and without a patron to put his case forward. Memo would not have been able 
to make an appointment to play for the King. His position at court 
depended upon attracting and keeping the King's favour and Giustinian's 
report, quoted above, continues:
He played not merely to the satisfaction, but to the incredible 
admiration and pleasure of everybody, and especially of his 
Majesty, who is extremely skilled in music, and of the two 
Queens [Katharine of Aragon and Margaret Tudor, Queen of 
Scotland].... so that said Majesty has included him among 
his instrumental musicians, nay, has appointed him their chief 
and says he will write to Rome to have him unfrocked 
out of his monastic weeds, so that he may merely retain 
holy orders, and that he will make him his chaplain. In 
this case a piece of fine fortune will have befallen him, 
for to be a royal chaplain is an honourable appointment
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7
and very profitable ....
As a royal chaplain. Memo would outrank even the Gentlemen of the Chapel
Royal, the elite of the musical establishment. Silvester Gigli, the Bishop
8
of Worcester, evidently took up the matter in Rome and we learn from the
records that Memo was presented to the parish of Henbury, in the Diocese of
9
Coventry and Lichfield, in the Summer of 1517. He would not have been 
expected to reside in the Midlands but the parish would have provided his 
income.
Memo’s duties involved giving solo recitals, sometimes before honoured 
guests. The French ambassador was entertained at court in the Summer of 
1517:
After dinner his Majesty took the ambassador into the 
Queen’s chamber, and made her and all those ladies pay him 
as much honour as if he had been a sovereign, giving him 
amusements of every description, the chief of which, however, and 
the most approved by his Majesty, was the instrumental music of 
the reverend Master Dionysius Memo, his chaplain, which lasted 
four consecutive hours ....^
On another occasion (see below lie iii The use of the virginal) he played 
to entertain the two year old Princess Mary.
Memo was one of the small group of attendants who stayed with the King 
during the outbreak of plague later in 1517. In fact he was in such a 
privileged position that Giustinian suggested that he might prove to be a 
suitable agent for the Venetian authorities.^ While it would be 
far-fetched to suggest that Memo was deliberately planted in the English 
court to act as a spy, Giustinian’s reports make it clear that Memo was 
present at, if not involved in, many of the King’s informal discussions of 
matters of state. As one of the circle of retainers closest to the King, 
he would have been well placed to pick up snatches of conversation and 
useful bits of information. As we shall see, it was by no means rare for 
musicians to be employed in this way (see below V U I b  i Professional 
Musicians).
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Giustinian was recalled to Venice in 1519 and the reports on Memo cease at 
that date. While it is true that Memo was probably an exceptionally 
talented organist, his career at the court of Henry VIII probably has much 
in common with the lives of other soloists in the royal household. He was 
completely at the King’s mercy; he could be called on at any time to play 
for hours to entertain an honoured guest or to amuse a favoured child. His 
continued presence at court depended upon maintaining his position in the 
royal favour.
Benet de Opiciis, another famous continental organist, was also appointed
to a position at court in 1516:
June 1516: Benet de Opiciis, player at organs appointed to wait
12
on the King in his chamber 4 months £6.13.4d
The wording of the entry recording this payment indicates that he had been 
formally appointed in about February that year and that he was a chamber
musician. An annual salary of £20 placed him among the better paid
musicians at court.
It is interesting to note that Benet de Opiciis may have been responsible 
for introducing the regal into England in 1518 (see above lib iv Regal) . 
While the inventory mentions very few organs except those that were located 
in chapels, there is a large group of entries describing regals. We have 
already noted that the regal could take the form of a substantial chamber 
organ with a number of stops of pipes as well as the reeds which gave the 
instrument its name; perhaps it was on organs such as these that the 
chamber organists played.
Three organ-builders were regularly employed at court and there may have
been a fourth early in the reign. Wolf Reichart was recommended to Henry
13
VIII by the Duke of Bavaria but, although he won favour by presenting 
a musical work to the King, he may have been involved with military rather 
than musical matters. He is twice described as an organ-maker in the royal 
records but he eventually joined the military establishment in Calais in 
March 1520.14
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William Lewes, organ-maker and keeper of the King’s instruments, appears
12
among the records of payments for 1514. He was paid 100s a year at first
but from about 1519 onwards he was regularly paid 50s a quarter.^ From
1529 onwards he is described as an "instrument m a k e r " . ^  He was still
17
being paid at the same rate in December 1545.
Occasional payments were made to Lewes for transporting virginals and in
18
one instance he was paid £8.6.8d for five virginals. We have already 
noted that organ-makers may have made virginals as well as organs (see 
above lib vii Virginal) . It is possible that Lewes made virginals and also 
bought in suitable instruments from foreign and domestic suppliers.
Sir John de John, a priest and organ-maker, was also being paid 50s a 
quarter in 1528 and 1529. His name does not appear in subsequent lists 
of payments although he was given rewards of 40s on two separate occasions
19
in 1531 and 1532. He may have maintained his contacts with the court
until 1540 when the papers relating to his denization state that he was
20
"born subject of the King of the French.”
William Beton was probably appointed as a court organ-maker in the Summer
of 1537 as the following record of a payment marks his first appearance in
the official documents:
Wm Betton, organ maker, by the King’s livery of £20 a
21
year three quarters ended at Lady Day [1538] £15
Regular payments of 100s a quarter continued until at least December 1545 
and in all the records he is described as an organ-maker. His annual 
salary of £20 was double what was paid to William Lewes and Sir John de 
John and only a little less than the £22.10s which Michael Mercator 
received (see below). He evidently had a number of employees in his 
workshop as Princess Mary made a payment of 7s 6d
22
to Betyn servantes for mending the regalles.
He was granted the reversion of two tenements in June 1546 and the income
23
may have been intended as a form of pension.
Michael Mercator was employed by Henry VIII as an organ-maker although he
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was also a goldsmith and diplomat. The two portrait medallions in the 
British Museum (Illustration 4) are dated 1539 and give Mercator1s age as 
48. They were probably struck to commemorate the knighthood which was 
awarded to him by Henry VIII at some point before 11 April 1539.2*
He was recommended to Henry VIII by Count Florys of Buren in September 
25
1527» Mercator arrived in England and, after having shown his work to 
Cardinal Wolsey and the King, he was offered an appointment. The payment 
records between 1529 ^ and Michaelmas 15442^ show that he was paid £11.5s 
at half-yearly intervals. There are obvious parallels with the way in 
which Dionisio Memo was appointed (see above).
Mercator seems to have maintained close links with the Count of Buren since
we find the Count writing to the King in October 1538, thanking him for his
generosity to Mercator and praising his skills as a diplomat in public and
27
private business as well as in making musical instruments. The letter 
goes on to say that Mercator has been acting in a diplomatic capacity on 
the Count’s behalf. It seems, therefore, that Mercator was paid a retainer 
by both courts and divided his time and activity between them.
In 1539, Mercator acted on the King’s behalf in the negotiations which
28
resulted in bringing Anne of Cleves to England and sent back portrait 
medallions of her in silver and lead. He was probably not able to devote 
much time to organ-making.
To summarize, Lewes was employed at court as an organ-maker from 1514 until 
at least 1545. Sir John de John was paid as an organ-maker in 1528 and 
1529 and may have maintained his contacts with the court until 1540. 
Mercator was employed between 1528 and 1544 although he may only have 
devoted some of his time to building organs. Beton was appointed in 1537.
This gives us some idea of the amount of work involved in making, tuning 
and maintaining the various instruments of the organ family which was 
generated by the court.
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Ile ii The Use of the Regal
None of the professional musicians at court is described as specialising in 
the regal although it is possible that the chamber organists played on the 
instrument (see above Ile i The use of the organ) . The document which 
records the purchase of a regal from Sigemond Skeyff in 1518 suggests that 
the instrument may not have been familiar to the scribe and was, perhaps, 
still unusual in England at the time. The regal was bought as a result of 
a suggestion from Benet de Opiciis and it may represent the type of 
instrument which he had been accustomed to playing.
When the inventory was compiled in 1547, however, the regal was firmly 
established at court and entries referring to the instrument are nearly as 
numerous as those describing virginals. Many of the other documentary 
references which will be discussed here suggest that the regal was suitable 
for domestic use and it may have been popular with amateur musicians.
Mary Basset wrote to her mother, Lady Lisle, on 14 May 1537, asking for ten 
crowns to buy :
... unes belles regalles ...
Mary Basset had been sent to live with a noble French family so that she 
would have the most fashionable form of education. She was the only one of 
Lady Lisle's children to learn an instrument and she took lessons on the 
lute and virginals (see below V U I b  ii Amateur Musicians) . In the same 
year, Princess Mary paid 20d to have her regals transported from London to 
Greenwich.2 We have already seen (see above lib iv Regal) that two of the 
most lavish examples of the regal listed in the inventory can be dated to 
around 1537; perhaps the instrument was enjoying a particular vogue under 
Jane Seymour.
Princess Mary was a keen amateur musician; she certainly owned more than 
one pair of regals and probably played on the instrument. She paid £4.10s 
for a pair of regals in May 1538 and a further 2s to have them mended, or 
possibly set in order, after they were delivered. William Baton's servants 
mended the Princess' regals in January 1543 (see above Ile i The Use of the
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organ) and later in the same year she paid a further 10s to have them 
mended again. The records of payments, however, do not suggest that there 
was a regular tuning programme for the regals and perhaps, like the 
professional performers (see above lib iv Regal) , Princess Mary was able to 
tune them herself.
Notes
1. Lisle Letters III, 620: Mary Basset to Lady Lisle, 14 May 1537
2. Privy Purse Expenses, Princess Mary: 7 Jan 1537
3. Privy Purse Expenses, Princess Mary: May 1538
4. Privy Purse Expenses, Princess Mary: 24 Dec 1543
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Ile iii The Use of the Virginal
There is little documentary evidence which describes the duties of the 
professional virginalist. The instrument was very popular during the first 
half of the sixteenth century and it was one of the most fashionable 
instruments among amateurs ; there is evidence to suggest (see below V U I b  i 
Professional Musicians) that private tuition was an important activity and 
source of income among professional performers.
John Heywood is perhaps the best known of the professional virginalists at 
court although his activities were not restricted to music; he also wrote 
and produced dramatic entertainments and was noted as a witty and congenial 
companion. He first appears in the records of payments as a "player at 
virginals" in March 1529 when he was paid wages at a rate of 50s a 
quarter. An entry dated in the previous December in the same book of 
chamber payments notes the issue of a warrant, dated 8 November 1528, 
authorising a pension of £10 a year to be paid quarterly from the previous 
Michaelmas.V The payment of the pension was not mentioned in subsequent 
accounts although the quarterly wages as a virginalist continued until at 
least 1545. The records for 1520, however, note the payment of wages at 
100s a quarter to John Heywood, a singer.2 If these entries refer to the 
same person, the King may have decided to combine Heywoodfs pension as a 
retired singer with a less highly paid position as a virginalist to bring 
his income back up to its previous level. Heywood was also the holder of 
an annuity of 10 marks (£6.13.4d), which he was awarded in 1521 after the 
death of Thomas Farthyng.3 The young Thomas Whythorne, whose autobiography 
is quoted elsewhere (see below V U I b  i Professional Musicians etc.) served 
in Heywood’s household until 1548.
Simon Burton was another court virginalist and he, too, was paid wages at 
the rate of 50s a quarter. The date of his appointment is not known 
although he appears in the records of payments between the last quarter of 
1543 and December 1545. He was probably employed before and after those 
dates.
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While the precise role of the professional virginalist remains somewhat 
obscure, it is plain that the instrument enjoyed great popularity among 
amateurs. Princess Mary was an enthusiastic and accomplished keyboard 
player and, because of her social standing, there is quite extensive 
evidence of her musical activities which may be fairly typical of the 
serious amateur performer.
The Princess was born in 1516 and it is clear that she was learning to play
by the time she was four years old. In 1520, she obviously impressed the
Privy Councillors, who described her behaviour towards the French
ambassadors in the following passage:
.... And at the commyng of the said gentelmen of
France to the Princes presence her Grace in suche
wise shewed her self unto theym furst in welcommyng
£
and entertaynyng of thaym w  moost goody
countenance proper commynycacon and pleasaunt
passetyme in playing at the virginialles that they
greatly marveled and rejoyesed the same, her yong
4
and tendre age considered.
One must, of course, take into account the attitude of courtiers to a fond 
father but it is clear that the little girl was able to play at least a 
little.
When the Princess was only two she had recognised Dionisio Memo and called 
out for him to play for her
The moment she cast her eyes on the Reverend D.
Dionisius Memo, who was there at a little distance, she 
commenced calling out in English 1 Priest !’ and he
5
was obliged to go and play for her ....
It is possible that the virtuoso performer, who occupied such a privileged 
place in the King's affection (see above Ile i The use of the organ) gave 
Princess Mary her first lessons at the keyboard.
She was still taking lessons in her twenties, for her accounts record the 
following payments for tuition:
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IT
25 Dec 1536 geuen to m Paston for techyng
her of the vyrgynals xxijs vjd
27 March 1537: for iij yardes of satten geuen to
Y
m paston techyng my lady of the vyrgynalles xxijs vjd
24 April 1537 geuen to mr Paston on saynt marke
Daye techyng her the vyrgynalles vijs vjd ^
This pattern suggests that she took lessons on a regular basis at a cost of 
7s 6d a month.
At about the same time. Princess Mary also had a regular tuning and 
maintenance contract with Cowtes of London; no indication of profession is 
given but he may have been an instrument maker.^ Regular payments which 
averaged 2s 6d a month were made, either to Cowtes or to an unnamed tuner, 
over a period of more than a year. The money was paid at two or three 
monthly intervals and extra payments of 3s 4d are recorded in April 1537 
and April 1538. One of the entries reads
27 Nov 1537 : geuen to one Cotes of London for
mending of my lady's grace virgynalles at soundry
z-
times vijs vjd
The previous payment had been made in September. The pattern which emerges 
suggests that Cowtes had agreed to undertake tuning and maintenance as 
necessary for an annual fee of £1.13.4d which was to be paid in 
instalments.
This seems to be the only surviving evidence for the tuning arrangements 
which an amateur musician might be expected to make. We note that Princess 
Mary was paying a regular sum of 10s a month for lessons and tuning and 
this does not take into account the expenses involved in maintaining any 
instruments other than the virginal.
Princess Mary's accounts make it quite clear that virginals were tuned and 
maintained by specialists although performers were responsible for tuning 
the regal and clavichord, at least in some cases (see above lib iv Regal 
and lib ix Clavichord) . Perhaps it was felt that tuning the virginals was 
more complicated and difficult.
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Although no hint of scandal was ever spoken against Princess Mary, virginal 
teachers do seem to have been in a particularly good position to conduct 
illicit liaisons with their lady pupils. Henry Monoxe, for example, was 
employed by the old duchess of Norfolk to teach Katharine Howard. He did 
not restrict his tuition to keyboard technique and their amour continued 
after her marriage to the King and was an important element in her 
downfall. This is not the place to discuss whether or not Anne Boleyn was 
convicted justly, but we note that, in her case too, a virginalist was 
implicated.
There are numerous references to the place of the virginal in a fashionable
education and they will be discussed in greater detail elsewhere (see below
V U I b  ii Amateur Musicians) . Suffice it to say here that when Thomas
Whythorne left John Heywood*s household in 1548, he attempted to earn a
7
living as a freelance teacher of the virginal and lute. He did not 
succeed in this ambition but it is significant that he considered it to be 
a serious possibility.
Notes
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Ile iv The Use of the Clavichord
We have already noted (see above lib Ix Clavichord) that the clavichord was 
recognised as a distinct type of keyboard instrument during the reign of 
Henry VIII and it seems to have had a distinctive playing technique which 
exploited the instrument's ability to sustain notes more successfully than 
the virginal. This feature is mentioned in one of the Leckingfield 
Proverbs which date from the early years of the sixteenth century:
He that fyngerithe well the keyes of the Clavicordes makithe a
goode songe
For in the meane is the melodye with a rest longe :
If the tewnys be not p lésant to hym that hath no skyll,
i
Yet no lac to the claricorde, for he doith his good will.
As we shall see, there is evidence which suggests that the clavichord was 
used by organists as a practice instrument and it may have been this 
ability to sustain a melody which made it suitable for this purpose. When 
James Renynger was appointed master of the choristers at Glastonbury in 
1534 his contract stated that the convent would provide 'clavyngcordes' for 
the children to play.2 The boys of a monastic choir were not being taught 
the accomplishments of a gentleman but were receiving a practical education 
which would suit them to become professional church musicians, who were
expected to play the organ. The household ordinances of Edward IV, which
formed the foundation for the organization of the Tudor court, stipulate 
that the Gentlemen of the chapel Royal should be
endowed with vertuuse morall and speculatiff as of theyr 
musike, shewing in descant, d e n e  voyced, well released and 
pronouncynge, eloquent in reding, sufficiaunt in organes 
pleyying.3
The boys of Glastonbury would have to be able to play the organ in their 
future careers and the provision of clavichord would enable them to 
practice without disturbing the monastic life of the community which 
revolved around the church.
The clavichord was not used only as a practice instrument. A comment in a
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letter of 1520 indicates that it may have been played in recitalsî 
"The King hath now good pastime by the new player 
upon the clavicorde" whom Mr. Rochepotte brought....^
The clavichord was probably also used in domestic music-making although it 
does not seem to have been as popular as the virginal. We have already 
seen that Lord Mounteagle owned both a clavichord and a virginal (see above 
ix Clavichord) and Anne Boleyn seems to have had a clavichord, too, 
since she bought some
Green riband to garnish a pair of clavichords."*
It has been suggested that the term "virginal" was used to cover all forms 
of stringed keyboard instruments and that the virginal and clavichord were 
not distinguished in practice. The documentary evidence, however, suggests 
that they were recognised as distinct instruments although the clavichord 
did not achieve the prominence and popularity of the virginal. The 
majority of surviving references to the clavichord date from the first 
third of the sixteenth century and this may reflect a decline in its 
popularity as the century progressed.
Notes
1. Leckingfield Proverbs, quoted in Musical Times. June 1972
2 » L & P VII, 1056: James Renynger's contract at Glastonbury, 10 Aug 1534
3. Quoted in F. LI. HARRISON: Music in Medieval Britain
Routledge & Kegan Paul, London, 2nd edn. 1963
4. L & P III j, 1010: Pace to Wolsey, 4 October 1520
5. L & P X, 913: Anne Boleyn's reckoning from December 27 Hen VIII
(1535); May 1536
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Ilia Bowed Stringed Instruments: Introduction
The viol is the only bowed stringed instrument which is named in the 
inventory. It will become apparent during the course of this study that 
the viol seems to have existed in two characteristic forms during the early 
sixteenth century. The viol as it developed North of the Alps j . s  h e r e ,  
rvferrec* ,£o as the northern viol to distinguish it from the Italian 
instrument. Both types were in use at court from 1540.
The circumstantial evidence which will be discussed in the main part of the 
chapter suggests that the six Italian viol players who were appointed in 
1540 may also have played the violin. The set of six viols decorated with 
the royal coat of arms may have been intended for use by such a group of 
six players; it is possible that these instruments were violins.
The rebec was certainly played at court during the early years of the reign 
and rebec players were employed in the royal household until 1547. It 
should be noted that John Severnac, who was employed as a rebec player 
throughout the reign, is identified as one of the flutes in 1547; "Great 
Guillam" also seems to have been able to play both instruments. It could 
be that the rebec fell from favour during the reign and that its use was 
discontinued at court.
The fiddle does not seem to have been played regularly at court although it 
was probably a familiar instrument outside court circles. The two stringed 
instruments from the Mary Rose may represent examples of the fiddle and 
they will be discussed in some detail.
Illustration 5
Photograph :
: Northern viol
Hans Holbein the younger: Sir Thomas More and his family
1528
Oef f ent.liche Kunstsammlung Basel, Kupl erstichkabinett
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Illb i Viol
Two entries in the inventory describe twenty-five instruments which are
identified as viols. They were stored in four groups :
t
i. Item xix Vialles greate and small w  iij cases of/
t
woodde couered w  blacke Leather to the same.
' t '
ii. Item a cheste collored redde w  vj Vialles havinge/the 
Kinges Armes.
One of the entries (i) appears among the "instruments of sundry kinds" at
Westminster; it follows immediately after the clavichords and precedes the
entry referring to "Spanish viols" (see below IVb ii Gitteron) . The viols
themselves were made in various sizes and were stored in three cases. The
entry does not make it clear whether each case contained a mixture of both
large and small viols. It is, however, interesting to note that, as
2
Woodfield has pointed out, tuning systems in both the German and Italian 
schools of viol-playing consistently involved groups of instruments tuned 
at three complementary pitch levels, high, medium and low. It could be 
that each of the three cases contained instruments of similar ranges.
The three sets were obviously not of equal size; the entry describes
nineteen instruments divided among three cases. The earliest of the German
sources, which is dated 1523, indicates that alto and tenor viols were both
tuned to the same notes although they presumably played in different 
3
registers. The nineteen viols may have included more instruments which 
were intended to be played at the medium pitch range to take account of 
this. Differences in size between alto and tenor instruments would have 
served to enhance the higher or lower parts of the compass. The practice 
of using instruments of the same pitch but which specialised in different 
registers was not restricted to the viols (see for example, Vb iii Flute) 
and, indeed, it may still be seen among the orchestral horns.
The fourth set of viols (ii) is described at the end of the unheaded list 
of instruments at Westminster. The previous entry describes an old chest 
which does not seem to have contained any instruments at all; this gives
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the impression that the viols had been added onto the end of a stock list 
and not entered in their proper place in the catalogue. Perhaps they had 
only recently been acquired when the inventory was compiled in 1547.
This entry describes a set of six instruments stored in a single case. No 
indication of their size is given and it is not clear whether they were all 
the same size or whether they were also of a number of sizes ngreat and 
small". We shall see below (IIIc i The use of the viol)) that the group of 
Italian viol players, which was first appointed in 1540, was consistently 
made up of six performers. The group may also have played the violin (see 
below IIIc iii The use of the violin). This set of six instruments may 
have consisted of Italian viols or even of violins.
The introduction of the viol to the English court and its eventual
establishment as an accepted part of courtly music may be traced through
the records of the use of the instrument and this evidence will be
discussed elsewhere (see below IIIc i The use of the viol) . By 1531 there
was a group of three specialised viol players at court who were
distinguished from the minstrels by a dignified black livery which may have
been chosen to echo the instrument’s own sober and respectable image. At
this time, the viol was firmly associated with musicians who had German or
Netherlandish names and we may suppose that the instruments which they
played belonged to the northern European tradition. The viol which was
played in England in the 1520s and 1530s was probably similar to the grosse
4 s
Geigen illustrated by Virdung and Agricola .
There are two sketches by Holbein which show the northern viol in English 
contexts. The sketch for the portrait of Thomas More and his family 
(Illustration 5) was executed in 1528 during Holbein’s first visit to 
England. The design for the Triumphal Arch with Apollo and the Muses 
(Illustration 14) dates from 1533 when Holbein had just returned from 
Basel. We shall see that Holbein may have been drawing on continental 
sources when he composed the design fro the Triumphal Arch (see below Vb v 
Crumhorn) , however, in this case we know that there were musicians at court 
who probably belonged to the same northern European tradition that he would
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have encountered in Southern Germany and Switzerland. It may be supposed 
that the instruments which these musicians played were at least similar to 
those which Holbein drew.
In the sketch of 1528, the viol is indicated very lightly; it is shown 
hanging in front of the draperies next to the clock. It should be noted 
that a domestic clock would have been a very precious object in 1528 and 
this may show something of the prestige which the viol enjoyed. The 
instrument itself is shown with very angular upper bouts, an elongated 
waist and slim, curved lower bouts. The upper bouts have a trefoil-shaped 
outline and their upper points rise above the downward-curving shoulders. 
Three roses, in an inverted triangle, are shown high on the belly and the 
strings are attached to a long tailpiece. Frets are indicated on the neck.
In the design of 1533, a very similar instrument is shown being played by 
one of the Muses. The sickle-shaped peg-box can be seen and c-holes are 
indicated on the belly instead of roses.The Muse is holding the viol in 
something approaching the playing position of the lute. The bottom of the 
instrument is supported against the right-hand side of her abdomen, she 
supports the neck with her left hand and holds the instrument obliquely in 
front of her, angled forward to accommodate the.action of bowing. The 
overall length of the viol seems to be in the region of 30 inches (750 mm). 
The Muse is bowing upwards using a highly-arched bow.
As we shall see (see below IIIc i The use of the viol) , the six Italian 
viol-players were active at court from 1 May 1540 onwards, although there 
was a break between May 1542 and November 1543. This group was always made 
up of six musicians in spite of changes in the membership. They were never 
integrated with the viol-players who were already established at court and 
this suggests that their instruments and repertoire may have been markedly 
different.
2
Woodfield has traced the development of the Italian viol from its origins 
in Spain. Harwood has postulated norms of construction for the sixteenth 
century Italian viol based on a detailed study of an anonymous tenor viol
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from the Dolmetsch Collection. His findings are largely confirmed by
Edmunds1 study of seven Venetian viols dating from the period between 1540
8
and the end of the sixteenth century. The Venetian viols seem to belong 
to a well-defined local tradition which probably crystalises the practices 
of earlier Venetian makers. They share many details of construction with 
the viol studied by Harwood.
There is no evidence to suggest that viols were made to a standard pattern 
during the sixteenth century and the appearance of the instrument may have 
been influenced by local traditions, the taste of the maker or the demands 
of the player. The Venetian viols studied by Edmunds share a distinctive 
form which may represent a strong, local tradition. They are all lightly 
constructed with separate back and ribs. The ribs are deep in proportion 
to the size of the body. The corners are sharply pointed and the steeply 
slanting shoulders bend forward to give a somewhat hunched appearance. The 
upper parts of these instruments are almost triangular in silhouette. The 
instrument studied by Harwood, on the other hand, has an attenuated 
figure-of-eight outline without corners. All these instruments, however, 
show strong similarities in their internal construction and almost 
certainly represent a tradition of viol-making which was active in Italy in 
the sixteenth century.
These Italian viols share more characteristics with the sixteenth century 
lute than with later viols. Apart from the neckblock, which acts as the 
keystone of the construction, internal wooden liners and blocks are not 
used. The glued joints are reinforced with strips of linen or parchment. 
There is no evidence to suggest that a soundpost was fitted to any of these 
instruments. One of the Venetian viols has a short, light bassbar but none 
of the other instruments shows signs of having had one. All the viols have 
a straight neck which lies parallel to the plane of the belly; the neck is 
butted onto the block with a glued joint reinforced with nails. The back 
of the neck is highly arched while the fingerboard, which is narrower and 
flatter than those of later examples, is slightly raised by means of a slim 
wedge. The low angle of the fingerboard combined with the use of a low, 
but still arched, bridge, serves to reduce the soundboard loading.
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In tone and behaviour, as well as construction, these instruments have much 
in common with the Renaissance lute. The low position of the strings and 
the use of a straight, thick, narrow neck mean that the left-hand technique 
of the lute can be transferred to the viol quite easily. This agrees with 
the advice given to players by contemporary teaching manuals as quoted by 
both Harwood and Edmunds.
We shall see (see below IIIc i The use of the viol and V U I b  i Professional
Musicians) that the viol was becoming established outside court circles
during the 1530s. In 1537, the Earl of Rutland bought a set of viols
Item paid the 27th day of July for four viols bought at
London 53s 4d ^
These instruments cost an average of 13s 4d each. By contrast the rebec
which Henry VIII bought for Great Guillam in March 1531 and the lute which
he bought in the same year for the Duke of Richmond both cost 20s (see
below Illb ii Rebec and IVb i Lute) . In 1542 the Earl of Rutland bought a
large stock of strings
11 March 1542 To Pycke .... 10 dozen of "bressell"
q
strings for the viols at 3d the dozen ....
The purchase of Brussels (bressell) strings seems to indicate that the Earl 
may have bought viols and accessories from the Netherlands, or at least 
after the Netherlandish style. On the other hand, this may simply be the
name of a type of gut string and not have any real connection with
Brussels.
The viol was not adopted by amateur musicians during the reign of Henry 
VIII (see below V U I b  ii Amateur Musicians) although it does seem to have 
been accorded considerable respect when played by professionals.
Notes *
1. BL Ms Harl 1419 i) Instruments at Westm in the Chardge of
Philipp Van Wilder, Instrumentes of sonndrie
kindes f 202 r 
ii) Unheaded list f 205 v
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2. I . WOODFIELD: The Early History of the Viol
Cambridge University Press, Cambridge, 1984
3. Munich University Library 4° Cod, ms 718, quoted in Woodfield op.cit.
4. S. VIRDUNG: Musica Getutscht, Basel, 1511, Reprint: Barenreiter,
Kassel, 1931
5. M. AGRICOLA: Musica Instrumentalis Deudsch, Wittenberg, 1528, 1545
Reprint: Breitkopf und Hartel, Leipzig, 1896.
6. I. HARWOOD: An Introduction to Renaissance Viols
in Early Music vol 2 no 4, October 1974
7. Horniman Museum, London
8. M. EDMUNDS: Venetian Viols of the Sixteenth Century
in GSJ XXXIII, 1980
9. Quoted in I. W00DFILL Musicians in English Society
Princeton University Press, 2nd edn. 1969
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Illb ii Rebec
The rebec does not appear in the inventory. It is apparent, however, that 
the instrument was extensively used at court although its popularity and 
status may have declined towards the end of the reign (see below IIIc ii 
The use of the rebec) .
It is not possible to determine whether the rebec, as it was used in 
England during the first half of the sixteenth century, differed 
significantly from earlier instruments of the same name or from the 
instruments in use on the continent at the time. Some continental sources 
show rebecs in three sizes but English documents make no reference to 
"great and small rebecs". Traditionally, the instrument had three strings 
and was tuned in a sequence of fifths but there is no way of telling 
whether the English practice conformed to this.
There is one piece of firm documentary evidence which tells us a little 
about the rebec:
11 March 1531 Itm the same daye paied for a Rebecke
for greate guilliam xx s.
As we have already seen (see above Illb i Viol) this instrument cost the 
same amount as a lute which was bought later in the same year and half as 
much again as the viols which the Earl of Rutland bought in 1537. A 
skilled artisan might expect to be paid 12d a day. We may deduce that 
Great Guillam’s rebec was no rough and rustic instrument but that it was 
carefully and skilfully made.
Notes
1. Privy Purse Expenses, Henry VIII: 1 March 1531
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Illb iii Violin
The circumstantial evidence which suggests that the violin may have been 
played at the English court during the reign of Henry VIII will be 
discussed later (see below IIIc iii The use of the violin) . It should be 
noted that the entry in the inventory which describes six viols decorated 
with the royal coat of arms may possibly refer to the violin (see above bi 
Illb i Viol entry ii).
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I l l u s t r a t i o n  (>: l i c l d l u  and  l i u t c
Ami i m s  i us H e n s o n  r A ^ r o u p  of M u r  ici a n s
H h u t o g r a p h : ('«'•s t 1 v e o o l i  i o Museum , V e r o n a
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Illb iv Fiddle
There are no records of the use of the fiddle at court although it seems to 
have been played in England during the early sixteenth century (see below 
IIIc iv The use of the Fiddle) . It is not impossible that one of the 
minstrels could have been called upon to play the instrument if it was 
needed. The Tudor fiddle was probably used for simple chordal 
accompaniments for songs or to play a melody above a drone.
It is possible that the two stringed instruments recovered from the Mary 
Rose were examples of the Tudor fiddle and it is unfortunate that the 
context in which they were found gives no indication of their use. The 
remains of the two stringed instruments were found in the storage area on 
the orlop deck; both were damaged when the ship sank and neither is 
complete. No accessories such as bows, bridges, tailpieces and pegs have 
yet been identified although their similarity to instruments shown in 
contemporary illustrations suggests that they were intended to be played 
with a bow. These instruments show a striking resemblance to one which 
appears in a painting by Ambrosius Benson (Illustration 6). Benson was 
probably a native of Lombardy but he was active in Bruges from 1519; he 
died in 1550.
The first of these instruments to be found (MR81 1973/1) consisted of an
incomplete group of component parts. The neck is missing but the back and 
belly and part of the ribs survive together with parts of the case.
The belly is a thin, rectangular sheet of pine or some similar soft wood; 
there are curved cut-outs at each of the corners. Its dimensions are as 
follows:
Maximum length 13 inches 329 mm.
Maximum width 5 3/4 inches 146 mm.
Width at root of neck 2 13/16 inches 71.4 mm.
Thickness 1/6 inch 4.3 mm.
The soundholes take the form of a flattened M; they occupy about a quarter 
of the length of the soundboard and are situated in the lower section of
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the upper half of the belly. The wood is torn at the shoulder of the 
treble side but the plate is otherwise complete. There is no evidence of 
any carved shaping; any arching which resulted from heat or tension has 
been lost in the course of its long immersion in water.
The back is not complete; it appears, however, to have followed the shape 
of the belly quite closely. It is made of an unidentified hardwood and it 
is not yet clear whether the ribs and back were carved from a solid piece 
of wood or whether they were glued together. A short, rectangular fragment 
of hardwood, which is probably a section of the ribs, is associated with 
this group of finds. It seems to indicate that the depth of the instrument 
was about 1 1/8 inches (28.6 mm.).
Both the back and the belly are marked with a rust stain beside the curved 
area at the bass side of the tail.
The back and one wall of the case have also been recovered. The case took 
the form of a closely fitting wooden box, without the curved cut-outs at 
the corners but otherwise following the outline of the instrument. It was 
covered on the outside with tooled leather but there is no trace of a 
lining. The section of the side indicates a depth of about 1 3/4 inches 
(4.3 mm.); there is no evidence at present to show whether the top was 
domed or flat.
Parts of another similar, but not identical, instrument have been recovered 
from the same area. The belly is of a similar shape and material with 
soundholes in the form of Cs arranged with their curves pointing towards 
the middle of the instrument. One of the C-holes has broken through, 
leaving a semi-circular opening. The belly has split in two along its 
length and the break runs down the middle of the plate.
The back is more complete than that of the other instrument and it retains 
the ribs along the whole of the treble side. It is clear that the back and 
ribs were carved from a single, solid block of wood in this instance. The 
ribs reach their full height at the treble end of the tail and here the
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wood is thickened along its upper edge. It is not clear whether this 
feature continued around the whole length of the ribs or was only present 
at certain crucial fixing points to form a firm support for the belly.
The inside of the back is stained where the belly was pressed against it
when the instrument was crushed; lighter coloured C-shaped marks indicate 
the position of the soundholes. There is no evidence of a soundpost or of 
internal barring under the belly.
A heavy length of shaped hardwood, a little longer than the belly, may have 
formed the neck. It has one wide, flat face and a narrower back; the sides 
slant inwards from front to back. One end is cut obliquely so that the 
wider face overhangs the back; this feature may represent one section of a 
mitred joint to carry the pegbox. What is known of sixteenth century 
instrument-making suggests that one might expect the back, ribs, neck and 
pegbox to have been carved from a single piece of wood; however, if this 
element really is the neck, a jointed construction seems to have been used 
in this instance.
A sheet of leather was stuck to the back of the instrument when it was
found; this may represent the remains of a soft leather bag for storage.
The straight sides of the instruments indicate that the playing technique 
probably involved sounding all the strings at once; it would not have been 
possible to play the outer strings individually without catching the bow on 
the sides. Holding the bow flat across the strings, probably coupled with 
an un-arched bridge, would have brought all the strings under the bow on 
each stroke. The left-hand technique may have demanded the fingering of 
chords or it could have been restricted to playing a melody on one string 
and using the others as a drone accompaniment.
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IIIc i The Use of the Viol
The viol seems to have become established in England during the reign of 
Henry VIII. It is first mentioned in the official records in January 
1514/15: the entertainment on Twelfth Night consisted of a pageant
entitled The Parvyllyon un the Plas Parlous and Richard Gibson's accounts 
tell us that six minstrels played on the pageant itself, that is to say on 
the mobile stage which carried the scenery and static musicians for the 
performance:
... with strange sounds as sag[buttes], shawms, viols etc. 1 
This statement does not necessarily imply that the sounds of the 
instruments were strange or new; certainly the sackbut and shawm were 
familiar at court. It may be that the musicians performed new pieces for 
the entertainment or that the music was of a particularly contrived or 
difficult nature.
A grant dated 7 January 1516/17 awarded monthly wages at a rate of 20 marks 
a year to Matthew de Weldre "King's minstrel and player upon lutes and 
veoldes". This is the first occasion on which a specialised viol player 
is mentioned in the court documents and it should be noted that he played 
the lute as well. We have already seen that contemporary sources 
considered that the left-hand technique of the lute and viol were virtually 
interchangeable (see above Illb i Viol) . His name seems to suggest Flemish 
origins but it is not clear whether he was related to Philip van Wilder and 
Peter Welder who both played the lute at court later in the reign.
Matthew de Weldre may be identical with Mathis de Wildre who was a member 
of Philip the Handsome's court which was shipwrecked off the English coast 
in 1506. Henry VII entertained the survivors at Windsor but there is no
3
evidence that the viol was played on that occasion.
In October 1528, two viol players were paid 33s 4d each for their month's 
4
wages; an amount which coincides with the rate of 20 marks a year which 
was paid to Matthew de Weldre. The following January, the King's viols
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shared a New Year reward of 53s 4d.^
A document of 1531 identifies three viol players, again with names which 
suggest Netherlandish origins; the warrant concerns the issue of livery 
and, although this is not apparently relevant to the viol in performance, 
throws some light on the status of these musicians.
Warrant to Andrew lord Windsor, keeper of the Great 
Wardrobe, for the delivery of the following articles to Peter 
Savage, Hans Highorne and Hans Hosmust, "our vyalx 
mynstrelles", viz. to each 4 yds "broad black cloth for 
their gowns, with as much black bogy as shall suffice to 
fur every of the said gowns", at 40s for every fur 
and 6s 8d a yard for the black cloth; 8 yds black chamlet 
at 3s a yard, for their jackets; 3 yds black velvet for 
their doublets at 13s 4d a yard, "with as much 
canvas and white fustian as wol suffice to line every
5
of the said doublets".
The choice of black for the viol-players’ livery is significant. We shall 
see elsewhere (see below V U I b  i Professional Musicians) that the minstrels 
were normally dressed in red. Black, however, was the colour of sadness 
(sobriety and seriousness of purpose rather than grief). Black fabrics 
were also a sign of affluence; they were more expensive than cloth of other 
colours because of the technical difficulties involved in the production of 
a fast, black dye which gave a solid and consistent colour. The furred 
gown, too, was the garment of the sober and respectable citizen. All this 
suggests that the viol was felt to be a serious and respectable instrument 
and this perhaps echoed the sort of music which it played. Nevertheless, 
the viol was still not felt to be a suitable instrument for amateurs (see 
below V U I b  ii Amateur Musicians) .
There were further issues of livery to groups of three viols on 30 
September 1532 and 28 November 1538.  ^ Peter Savage is not mentioned 
again in the surviving records and Hans Highorne and Hans Hosenet are the 
only viols who are identified in the payment lists for January 1538/9.**
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Hans Highorne died in June 1542, and he does not seem to have been replaced
by another specialist viol-player. However, the records of the issue of
livery for the funeral of Henry VIII, in February 1547, name Ans Aseneste
10
and Piero Wylder as the viols. Peter Welder is consistently identified 
as a lute-player between 1538 and the end of the reign; it is quite 
possible that, like Matthew de Wildre, he was prepared to play both 
instruments.
A group of six Italian viol-players arrived at court in 1540 and in the 
following November their appointment was confirmed:
... Alberto da Venitia, Vincenzo da Venitia, Alexandre 
da Milano, Zuan Maria da Cremona, Ambrose de 
Milano and Romano de Miliano, player on the vialls.
Warrant 3 November for 12d a day each from 1 May last 
to 1 December and so afterward to be paid monthly.
£64.4s.**
The six new names appear in subsequent lists of wages and in January
1540/41 New Year rewards were given to two separate groups which are both
12
called the "King’s Vialls". The sum of four pounds was paid to Albert of 
Venice and his named companions while 40s was given to the other group 
which, while not being further identified in the records, almost certainly 
included Hans Highorne and Hans Hosenet. There does not seem to have been 
any attempt to combine these two groups of viols which probably represented 
different traditions (see above Illb i Viol) .
The group of Italian viols remained constant at six players although the
membership changed on two occasions. In May 1542, Romano of Milan died and
13
in the following month the remaining five members left court. Holman has 
suggested that all six musicians were imprisoned as practising Jews at the 
end of 1541 and were eventually permitted to leave the country after 
Romano's d eath.^ Four of the original six returned to the court with two 
new members in November 1543. The re-appointment was confirmed in the 
following March:
item to Alberte de Venice, Alexander de Millaine, Ambrose 
de Millan, Vincent de Venis, paule de Venice and Frannc[is] de
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Venice, the king[es] Viollers, vpon a warrant bering date the 
xxiij daye of february anno xxxvt0 for ther wag[es] after 
the rate of xij d the daye eu[er]y of them to be paid vnto 
them from the furste daye of Nouembr baste paste vnto 
the furste daye of Aprell then next ensuing, being V 
monethis Amounting in Noumbr of dais to Clij dais. And 
so afterwarde to be paid monthly by Even porcions to 
eu[er]y of them accordingly during the king[es] pleasure as 
apperith by the said warrant xlv11 xijS . 15
Paul and Francis of Venice replaced the dead Romano of Milan and also Zuan 
Maria of Cremona. Zorzi de Cremona and Mark Anthony Gagiardell were 
appointed on 16 October 1545, where they are identified as viallonns,16 
they presumably replaced Alexander of Milan and Paul of Venice who do not 
appear in subsequent records (see below IIIc iii The use of the violin) .
Viols are known to have been used outside the court from at least 1537; in 
that year Sir John Wallop wrote to Lord Lisle and expressed the hope that 
he might visit Calais soon:
IT
praying you to tell M  . Porter his viols may be in good 
order, as also his hawks, with whom I trust to take good pastime.17 
Sir Thomas Palmer, the Knight Porter of Calais, was an important official 
although his title may sound less than exalted to modern ears; it is 
unlikely that he played the viol himself or that he employed full-time 
musicians but he may have had some of his servants trained to play (see 
below V U I b  i Professional Musicians) .
Sir John Wallop was obviously impressed by the viols because he arranged 
for one of his servants to be taught to play in 1540; on 23 July Thomas 
Barnaby wrote to him acknowledging the original letter and confirming that
1 o
he will carry out these instructions.
The members of the Marquis of Exeter's household in 1538 included Thomas 
Harrys among the yeoman and grooms who
... luteth and singeth well and playeth cunningly upon 
the viols and divers other instruments.1^
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Here again, we find an example of a musician who was able to play both lute 
and viol.
Viols were also acquired by the Seymour household in 1538 and 1539; they
on
were now a sine qua non for a rich and influential establishment.
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IIIc ii The Use of the Rebec
The rebec seems to have been played at court throughout the reign of Henry 
VIII although some of the evidence which will be discussed here suggests 
that the instrument may have declined in popularity towards the end of the 
period.
The accounts submitted by the Master of the Revels, Richard Gibson, include
incidental references to the rebec which indicate the instrument's close
connection with dance music. The Ryche Mount, the Twelfth Night pageant in
1512/13, involved six minstrels in blue and yellow damask on the mount
itself; four minstrels, described as tambourines [tabor and pipe] and
1
rebecs, played for the dance. Eight musicians played at the Christmas
celebrations in 1514; four drumslades were dressed in blue and white while
2
the taberets and rebecs wore crimson and green satin. It may not be
unreasonable to suppose that the four minstrels who were dressed alike
played together.
The rebec seems to have played an important part in courtly entertainment. 
The Bishop of Exeter and other members of Princess Mary's household in 
Tewkesbury wrote to Cardinal Wolsey in November 1525, asking for a number
of items to be sent to the Princess so that she could celebrate Christmas
in the style which her rank demanded:
Please it your Grace, for the great repair of strangers 
supposed unto the Princess' honorable household this 
solemn feast of Christmas, we humbly beseech the same to
let us know your gracious pleasure concerning as well a
ship of silver for the alms dish requisite for her high
estate, and spice plates, as also for trumpets and a rebeck
3
to be sent ....
John Severnac, also known as Petty John (see below V U I b  i Professional 
Musicians) , was employed at court as a rebec from at least 1518 until the 
end of the reign. A warrant dated 28 October 1518 confirms his pay at 16d 
a day and implies that this is a promotion rather than a new appointment by
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describing him as
the King's minstrel 'using to pley upon our rebec'. ^
The same document also states that he was from France. In fact the 
surviving records of the wages paid between January 1519 and September 
1544 ^ show that he was paid 40s a month; an annual salary of £24 whereas 
16d a day would have given him £24.6s.8d in a normal year. He was, 
nevertheless, rather better paid than most of the minstrels.
Throughout the whole of the period between 1518 and 1544, John Savernac is
consistently described as a rebec. In February 1547, however, he appears
among the flute players who received mourning livery for the King's funeral
and in subsequent records he is described as a flute.^ This would seem to
show that a considerable level of versatility was demanded of the court
musicians and it also indicates that the rebec may have been in decline
towards the end of the reign. John Savernac took a year's paid leave from
8
August 1539 to August 1540 ; perhaps it would be fanciful to suggest that
he spent his sabbatical bringing his flute playing up to standard.
Under the name Petty John, John Savernac is regularly linked with the two 
Guillams in the surviving records. It has already been noted that the King 
bought a rebec for Great Guillam (see above Illb ii Rebec) . The surviving 
records do not otherwise indicate what instruments "the two Guillams", 
Guillam de Troshis and Guillam de Wait, played although both were 
identified as flute players at the funeral of Henry VIII, (see below Vc iii 
The use of the flute) .
Thomas Evans was consistently identified as a player of the rebec. He 
played regularly in a group which consisted of a harp, played by William 
More, a wind instrument, played by Andrew. Newman, and a rebec; they were 
occasionally joined by other performers such as Thomas Bowman and Noel de 
la Sale, the taberet. (For a suggested identification of Andrew Newman's 
instrument see below Vc vii The use of the bagpipe) . This band was 
identified as the Queen's Minstrels and it may not have been required to 
attend regularly at court (see below V U I b  i Professional Musicians).
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Thomas Evans may have been employed at court as early as January 1519 when
5
a minstrel called Thomas Evan was paid wages of 6s 8d. By January 1530,
9
his pay was fixed at 8d a day and it remained at that level until 
September 1544**; no later wage returns have survived. Throughout that 
period, the records of New Year rewards show that he was a regular member 
of the Queen’s Minstrels.
Further confirmation of the versatility of sixteenth century professional 
musicians is provided by the Bristol Apprentice Register. William Wells 
was bound apprentice to an innkeeper in 1549:
1549 . 1.468: William Wells, son of Nicholas Wells of -
Glos. shoemaker to Thomas Rancock and Dorothy for 10 
years, paying him 5s and 4s 6d for his freedom... "Ac 
vnvm instr. voc a Vyall ac vnum instr. voc a Rebuke".^
The Rancocks had two other apprentices who were serving at the same time: 
John Rowe, who was to be given a viol, a rebec, a still shawm and a loud 
shawm; and William Drury, who was to be given a viol, a loud shawm and a 
still shawm (see below Vb iv Shawm) . It is not unreasonable to suppose 
that these three young musicians formed an instrumental group which played 
at the inn.
Thomas Cromwell employed one servant who could be called upon to play the
rebec although it is not certain that this was his principal function in
the household:
... Miles, Pursar and Nik have since come home...
Nik wishes to visit his parents in Farneham. [Tomyow]
in half afraid to allow him knowing his will, wit and aptitude
to fall into evil company, by reason whereof
Cromwell might chance to be destitute of a rebeck,
11
having none for that instrument but him ...
It is interesting to note that Nik was one of a group of three people 
although neither of his companions is identified as a musician in this 
extract.
On balance, the evidence seems to suggest that the rebec may have continued
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to be played in the traditional "bas" music during the early sixteenth 
century. It may, as we have seen, have been regarded as less and less 
fashionable as the century passed.
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IIIc iii The Use of the Violin
There is only circumstantial evidence to suggest that the violin was played 
at court during the reign of Henry VIII. Strong arguments can be put 
forward in support of this suggestion but conclusive proof is lacking.
A group of six Italian vio1-players arrived at court in May 1540. After 
the death of one of the members in May 1542, the remaining five returned to 
Italy. After an absence of eighteen months, four of the original members 
returned to court in November 1543 and the size of the group was maintained 
at six by the addition of two new members. There was another change of 
membership in 1545 but the group remained effectively stable for the rest 
of the reign (see above IIIc i The use of the viol) . Holman has pointed 
out that this same group of musicians formed the foundation of the later 
royal violin consort.
Two new musicians arrived at court in 1545, probably to replace Alexander
of Milan and Paul of Venice. Their appointment is recorded in the register
of documents signed by stamp:
16 October, 57: Mark Anthony Gagiardell and
George Become, viallonns, to have 12d a day each 
2
from 1 May last.
In subsequent records, Mark Anthony's name is associated with Brescia while 
George Become is identified as Zorzi de Cremona. It should be borne in 
mind that there was no settled nomenclature for the various members of the 
viol and violin families at that time. The entry may also include an 
attempted phonetic rendering of an unfamiliar Italian or French technical 
term: violone is, after all, the Italian name for the bass viol.
The players themselves were all given surnames which indicate that they 
came from Northern Italy, Venice, Milan, Cremona, Brescia. It is perhaps 
significant that Venice was the centre of an important tradition of
AS> iR’VC.
^^ol—niaking (see above Illb i Viol) . ■Ê’oyçfesi is om hcts $'foaipvn t-hcU- trnpcrri-ctnl.- 
developments in the early history of the violin were made in Cremona,
Brescia and a number of other towns which strong cultural, political or 
geographical links with Milan.3
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Holman’s researches have revealed that the ten individual musicians who 
were involved in the six—part group of viols probably came from Sephardic 
families which had emigrated to Italy from Spain and Portugal as the result 
of the Expulsion of the Jews in 1492. The musicians themselves may have 
been the children or grandchildren of the original emigrants and, after 
fifty years, they may have been thoroughly assimilated into the cultural 
lives of their new homes.
To turn to external evidence, there were probably violin makers active in 
Brescia during the 1530s while Andrea Amati was almost certainly working as
a master instrument maker in Cremona from about 1535 until his death in
4 3
1580. The violin was probably established at the French court by 1529.
There seems to be no practical reason, then, why the six Italian
viol-players should not have known and played the violin even if it was not
their first choice of instrument.
The King himself took a personal interest in music and was also fiercely 
competitive. It seems entirely consistent with what is known of his 
character that he would have employed performers on the very latest 
instruments from the continent, particularly if he knew that his great 
rival, Francois I, had his own band of violins.
To summarise, there are five main arguments which suggest that these 
musicians played the violin as well as the viol: within a few years after
the end of the reign these performers were consistently known as violins; 
two members of the group may have referred to their own instruments as 
violins; all the members of the group came from the areas where the 
earliest development of the violin took place; the violin was already 
played in Italy and France; the King took a personal interest in music and 
wished to maintain an impressive establishment.
Notes
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IIIc iv The Use of the Fiddle
The fiddle was probably quite a familiar instrument in England during the 
first half of the sixteenth century although there is no evidence to 
suggest that it was played regularly at court. Henry VII is known to have 
made payments to fiddle players on two separate occasions and a fiddler may
have been attached to Elizabeth of York’s household:
2 Nov 1495 To a woman that singeth with a fide11 2s
17 Feb 1497 To the Quenes fideler in reward £1.6.8d
The following extract, which will be quoted at some length, gives an 
impression of the way in which the fiddle was used in the 1530s as well as
indicating the surroundings in which it might be found:
Information against John Hogon, who, going about the 
country with a 1crowde’ or fiddle, was at Diss, in Norfolk, on 
Thursday after Ash Wednesday, 28 Henry VIII, and there, in the 
house of Edmund Brown, butcher, sang a song with these words,
"the hunt is up etc.
The masters of art and doctors of divinity 
have brought this realm out of good unity.
Three noble men have take this to stay:
My Lord of Norfolk, Lord Surrey and my Lord of Shrewsbury,
The Duke of Suffolk might a made England merry" and 
so forth. At the end of the song one John Jamys said,
"Beware how thou singest this song in Suffolk". He asked 
why, for he had sung it twice before my lord of Surrey, at 
Cambridge and at Thetford Abbey; on which Thomas Bek 
replied that if he had sung it before my lord of Surrey he 
would have set him by the feet for slandering him. Bek 
also asked what he meant by the line about the Duke of 
Suffolk. He said that if the Duke had let the Lincolnshire 
men join with the Northern men they would have brought 
England 'to a better stay than it is n o w ’, also that the 
Duke has promised to get pardons for the Lincolnshire men, 
and yet had caused seven of them to be hanged afterwards, 
and divers more are sent for. The fellow had gone about singing
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this song and made this report in the houses of Robt.
Frauncez, John Ketylbergh and John Harkewyn, and
hearing thereof the said John Jamys went to Thos. Bek, who
got him to bring the fellow to Edmund Browne's house, where
he sang it and reported the above words. By "The hunt is
2
up he meant the Northern men are up.
The Hunt's up was a traditional song formed from a fixed chordal 
progression above which a recognisable, although unstandardised, melody was 
sung. It seems from this extract that Hogon travelled around East Anglia
with his fiddle singing, perhaps at fairs and inns as well as houses. It
has been a well-known practice among folk-singers to fit topical, and in 
this case seditious, words to popular tunes.
The two stringed instruments from the Mary Rose may be examples of the 
Tudor fiddle (see above Illb iv Fiddle) . Their straight sides suggest that 
the playing technique involved bowing all the strings at once and this 
would be compatible with playing the sort of accompaniment which might be 
required by a song such as The Hunt's u p . These instruments are not rough 
or rustic in any way and the painting by Ambrosius Benson (Illustration 16) 
shows a similar instrument which is apparently being used to accompany a 
solo on the flute.
Notes
1. Privy Purse Expenses, Henry VII
2. L & P XII i, 424: Deposition signed and sealed by Thomas Bek, John
Jamys, John Folssar, butcher and Davy Williams. 
15 February 1537
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IVa Plucked Stringed Instruments: Introduction
The plucked stringed instruments are represented in the inventory by the 
lute and gitteron. I have assumed that the word "gitteron11 is a variant 
form of "guitar" or "gittern" and that this was a plucked stringed 
instrument other than the lute. The eitterons called Spanish Viols seem, 
on balance, to have been examples of the plucked vihuela: they are 
identified as gitterons rather than viols and this seems to indicate that 
they were plucked and not bowed. It is interesting to note in this context 
that, even today, cognate forms of the word viola are used to designate 
types of guitar in some Hispanic languages.
The harp is known from written and illustrative sources although it does 
not feature in the inventory.
Illustration 7
l’Iiot o^rapli :
L u t e  b o d i e s  hv ( 1o I t ) b a u x  M a l t r ,  B o l o g n a ,
e a r l y  sixt ec-nt l i  rent u , . (ri g l i t )  M a r x  U n v e r d o r b e n  , V e n i c e  ,
m i d  16th o on I u r v .
V i c t o r i a  a n d  A lbert M u s é u m ,  I o n d o n  
I 9A - 1 F)B? , 191 - I IB:'
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IVb i Lute
Documentary evidence suggests that the lute must have been one of the best 
known and most frequently played of all the instruments which were in use 
in England during the reign of Henry VIII (see below IVc i The use of the 
lute and V U I b  ii Amateur Musicians) . The instrument’s importance however, 
is not apparent from a study of the inventory where twenty-seven examples 
are described in four entries:
i) Item A Gitteron and a lute beinge in a Case Cheste/
t
fasshion of Timbre covered w  leather 
t
ii) Item xxiij Lutes w  xxiij Cases to theim
iii) Item a litle Venice Lute w*" a case to the same
iv) Item one olde Lute.
Although the lute seems to have enjoyed considerable popularity and 
prestige in England during the first half of the sixteenth century, English 
sources do not describe the form which it assumed, the way in which it was 
laid out or the playing technique which was employed. A certain amount may 
be deduced from contemporary continental sources but there is always the 
possibility that English practice was different.
Both Virdung2 and Agricola3 agree in describing three sizes of lute each 
with six courses of strings and seven frets: the fragile treble string
might be single while the lower strings were in double courses. Agricola 
also illustrates a small soprano lute which is describes as a quintern, a 
word which may be related to the term “gittern” .
Holbein’s sketched design for a triumphal arch which can be dated to 1533 
(Illustration 14) shows one of the muses playing a lute. We shall see 
elsewhere (see below Vb v Crumhorn) that at least some of the elements in 
the design may be derived from continental sources and it should not be 
assumed that this represents the typical English lute of the time. The 
bottom of the soundboard has a distinctively rounded shape and this 
suggests that the lute may belong to the same northern European tradition 
as the design by Henri Arnaut of Zwolle which dates from the mid-fifteenth 
century.
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Sohne has argued that Pythagorean geometry and mathematical proportion 
were fundamental elements in the design of at least a significant number of 
lutes. Following the clues given by Henri Arnaut of Zwolle the underlying 
structure of circles and the relationship between small whole numbers may 
be discerned; furthermore, the influence of Vitruvius' writings does not 
seem to have been restricted to architects and this also seems to have 
affected the design of the lute.
Although this underlying feature of the design may account for certain 
family resemblances, lutes do seem to divide themselves into fairly 
recognizable groups. The earlier and more northerly instruments, as 
represented by Henri Arnaut and the carving of Pythagoras in Ulm Cathedral 
which can be dated to about 1470, seem to have had rounded bottoms and 
shoulders. The later and more southerly lutes tend to have flat bottoms 
and slanted shoulders so that the soundboard approaches the shape of an 
almond. The mid-sixteenth lute backs by Laux Maler and Marx Unverdorben 
(Illustration 7) demonstrate this feature. Both Maler and Unverdorben were 
German lute makers working in Italy; their instruments were highly prized 
at the time and during the following century. Ironically, the distinctive 
Italian lutes were almost all built by makers of German origin.
One entry (iii) refers specifically to a "little Venice lute" and, since 
this appears in a section of the inventory which was compiled with the 
assistance of Philip van Wilder, we must suppose that the lute's place of 
origin, or perhaps type, was significant. The Seymour household accounts 
record the purchase of a Venice lute from Philip van Wilder in about 1538: 
the instrument cost forty-five shillings. Not only was the Venice lute 
considered to be special in some way, it also commanded a high price; we 
shall see that the lute which the King bought in 1531 for his illegitimate 
son, the Duke of Richmond, cost only twenty shillings (see below IVc i
use of the lute) . It may be that the Venice lute was made in the newer 
style with the almond-shaped soundboard while the ordinary lute was made in 
the more old-fashioned, rounded, northern form which can be seen in 
Holbein's sketch.
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Another entry (i) describes a gitteron and a lute which were stored in the 
same case. It could be that, in this instance, the gitteron is the small 
lute which Agricola calls the quintern. However, we shall see that it is 
possible that the English word "gitteron" was used to describe a plucked 
instrument other than a lute (see below IVb ii Gitteron) . The description 
of the Venice lute as "little" tends to reinforce this view.
The gitteron and lute were stored together in a leather-covered case which 
was made like a chest. This suggests that the lute was normally kept 
individually in a fitted case which probably followed the outlines of the 
instrument fairly closely. Another entry (ii) describes twenty-three lutes 
each with its own case while the Venice lute also had a case in which it 
was stored.
Notes
1. BL Ms Harl 1419 Instruments at Westm in the Chardge of Phillip Van
Wilder
i, ii) Instrumentes of sonndrie kindes f. 202v
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New Hall
iv) Sondry thinges f 362r
2. S. VIRDUNG: Musica Getutscht, Basel 1511
Reprint: Barenreiter, Kassel, 1931
3. M. AGRICOLA: Musica Instrumentalis Deudsch, Wittemberg 1528, 1545
Reprint; Breitkopf und Hartel, Leipzig, 1896
4. G.C. SOHNE: Lute Design and the Art of Proportion in
M. LINDLEY: Lutes, Viols and Temperaments
Cambridge University Press, Cambridge, 1981
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IVb ii Gitteron
Two entries in the inventory describe instruments which are identified as 
gitterons:
i) Item four Gitterons w*" iiij Caeses to theim they are/ 
caulled Spanishe Vialles
ii) Item A Gitteron and a lute beinge in a Case Cheste/
t 1
fasshion of Timbre covered w  leather (see above IVb i Lute) .
They follow an entry for viols and are, in turn, followed by one referring
to lutes; between them are to be found the descriptions of gitteron pipes
which will be discussed elsewhere (see below VIb i Cornett)
The word "gittern" had been used in English since at least the fourteenth
century as the name of a plucked stringed instrument; it appears, for
example, in Piers Ploughman. The instruments ClLe<Jtn m
f  f . On the other hand, the
familiar name may have been applied to a more recently introduced type of
instrument. In his autobiography, Thomas Whythorne described his
experiences while he was attempting to establish himself as an independent
musician in London in 1548; he already played the virginals and lute and,
in an effort to offer a more unusual and fashionable service,
... also learned to play on the Gyttern and Bittern,
which ij instruments were then strange in England, and
2
therefore the more desired and esteemed.
We may suppose that instruments which were a fashionable novelty in London 
in 1548 could well have been introduced at court a few years earlier.
We have already seen that Agricola illustrated a type of small lute called 
the quintern (see above IVb i Lute) which may provide a clue to the 
identity of the mediaeval gittern. In the context of the inventory, 
however, there does seem to be a definite distinction between the 
"gitteron" and the "little lute" although it is not clear whether that 
distinction was made on grounds of size or type. The internal evidence of 
the inventory, taken in conjunction with Whythorne1s comments, suggests 
that the gitteron was a plucked stringed instrument which could be
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distinguished in some way even from a little lute. It could even be, as we 
shall see later, that the word was used to describe any plucked stringed 
instrument with a neck which was not a lute.
Writing in the previous century, Tinctoris had described an instrument 
which was called either the ghiterra or the ghiterne:
Quinetiam instrumenturn illud a Catalanis inventum: 
quod ab aliis ghiterra: ab aliis ghiterna vocatur: ex
lyra prodisse manifestissimum est: hec enim ut leutum
(licet eo longe minor sit) et formam testudineum: et
chordarum dispositionem atque contactum suscipit....
Ghiterre autern usus: propter tenuem ejus sonum:
rarissimus est. Ad eamque multo sepius Catalanas 
mulieres carmina fuaedam amatoria audivi concinere: 
quam viros quicpiam ea personare...
[Furthermore there is the instrument invented by the
Catalans which some call the guiterra and others the
ghiterne. It is obviously derived from the lyre since it
is tortoise-shaped [like the lute, fp] (though much smaller)
and has the same stringing and method of playing.....
The ghiterra is used most rarely, because of the thinness
of its sound. When I heard it in Catalonia, it was
being used more often by women, to accompany love­
's
songs, than by men ...]
The instrument which Tinctoris was describing was very unusual, it had been 
recently developed in Spain and had a characteristically small tone. It 
was noticeably smaller than the lute although it also had a vaulted back 
and employed stringing and a playing technique which were similar to those 
of the lute. Tinctoris cannot have been referring to the mediaeval gittern 
which had been established for some centuries and which, to judge from the 
frequency with which it appears in literature, enjoyed widespread 
popularity. It seems more likely that the ghiterra or ghiterne was the 
unusual instrument which was fashionable in London in 1548, according to
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Whythorne.
4
Tyler has pointed out that the guitar of the early sixteenth century
tended to be quite small and that the plain gut strings would have given a
light sound, quite unlike that of the modern instrument. Surviving early
5
examples, such as the guitar of 1581 by Belchior Diaz , also show the 
vaulted back which featured in Tinctoris1 description of the ghiterne (see 
above). The Gitteron which was stored in a case together with a lute could 
have been a small guitar.
We shall see later (see below VIb i Cornett) that the instrument known as a 
"gitteron pipe" may have been a mute cornett. It would seem then, that the 
gitteron and gitteron pipe (perhaps the guitar and mute cornett) may have 
been played as a recognised ensemble or, at the very least, that the tonal 
colours of the two instruments were perceived as being similar. It should 
be recalled that both Tinctorisf description of the ghiterne and Tyler’s of 
the early guitar note the instrument’s small tone.
The four gitterons called Spanish viols (i) however, were probably examples 
of the vihuela. The original Spanish instrument was known in two versions; 
the vihuela de mano was plucked while the vihuela de arco was played with a 
bow and contributed to the development of the Italian viol (see above Illb 
i Viol) . The name "vihuela" seems to have been rendered as "viola" in 
Italian.
The wording of the entry makes it clear that these instruments were 
gitterons of some description and that they were properly identified as 
"Spanish viols". We have already seen that the word "gittern" had long 
been established in English as the name of a plucked instrument, we have 
also seen that the early guitar may have appeared at court under the name 
"gittern". The "Spanish viols" were obviously another type of instrument 
and it is possible that the word "gitteron" was used generically to 
describe a plucked instrument other than a lute.
Philip van Wilder, who, in his official capacity as keeper of the
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instruments, was almost certainly present when the inventory was compiled, 
was a lute player by profession and may have had first hand knowledge of 
both the guitar and vihuela. He seems to have provided the proper names 
for instruments and to have corrected faulty descriptions on several 
occasions; in this instance the identity of the instruments as "Spanish 
viols" does not seem to have been inconsistent with their more general 
description as "gitterons" and this indicates that they were plucked and 
not played with a bow.
A surviving example of the sixteenth century vihuela is preserved in a 
collection in Paris.^ The name Guadalupe is branded onto the instrument 
which may, therefore, have been made for the monastery of Guadalupe in 
Estremadura. It is intricately decorated and this has suggested that it 
was intended as a show instrument or that it was executed as a technical 
exercise.
The Paris vihuela is a large instrument with a string length of almost 32 
inches (800 m m ) , it has a long neck while the body has a flat back and very 
shallow ribs. As a result of his recent conservation and close study of 
the instrument, Abondance has suggested that the ribs have been cut down, 
possibly when the vihuela was converted from six to five courses in the 
eighteenth century. He identifies the instrument as:
...una vihuela commune a sei cori del sec. XVI, 
accordata una V sotto la vihuela soprano e che la 
sua autenticita non puo essere messa in dubbio...
[... a vihuela comun with six courses of strings from 
the sixteenth century, tuned a fifth lower than the 
soprano vihuela and that its authenticity can no longer 
be held in doubt (fp)]. ^
The "Spanish viols" described in the inventory may have included examples 
of both sizes of vihuela. These instruments were probably very rare in 
England but it should be recalled that, for the first quarter century or so 
of his reign, Henry VIII was married to a Spanish princess.
109
Notes
1. BL. Ms Harl 1419: Instrumentes at Westm in the Chardge of Philipp
Van Wilder
Instrumentes of sonndrie kindes: ff 202r, 202v
2. ed. J.M. OSBORNE: The Autobiography of Thomas Whythorne
O.U.P. , 1961 (spelling transliterated fp).
3. A. BAINES: Fifteenth-century Instruments in Tinctoris's De
Inventione et Usu Musicae in GSJ III, 1950.
4. J. TYLER: The Renaissance Guitar 1500 - 1650 in Early Music
vol 3 no 4, October 1975.
5. Donaldson Collection, Royal College of Music, London.
6. Musee Jacquemart-Andre, Paris.
7. P. ABONDANCE (trans into Italian: G. GREGORI): La Vihuela
museo Jacquemart-Andre di Parigi: Restaure dl
un documente unico in Liuteria IX, December 1983.
MO
o n fite b o c iib i in fc m lu m  a u U  feciïH  
nomen tu u m  qaoniam bonue/l 
in  cnnfpeclu f ln d o r u m  tu o m m B to n a  
pamj^Siimt ecat.
n h p
e.st De2
s» '
I l l u s t r a t i o n  8 :  H o n r v  V I 1 i p l a y i n e  f bo h a r p
M i n i a t u r o  a t  t l ir* l t r .n l  o l  11s 1 7 
P h o t o g r a p h  : hv p r i i t i i s s i o n  o f  t h r  h r  i t i  sh I i h r a r v ,  I o nd o n
Ms Ruva I '/A xv i 1 A ’v
Ill
IVb iii Harp
Although there is plenty of evidence of the use of the harp during the 
reign of Henry VIII (see below IVc The use of the harp) no examples are
listed in the inventory and we shall see that the instrument was rather
unfashionable at the time.
Three contemporary illustrations show strikingly similar examples of the 
harp. Two are taken from the King’s psalter (Illustrations 8 & 10) while 
the third is Holbein’s sketch of a design for a triumphal arch with Apollo 
and the Muses of 1533 (illustration 14). All three examples are by 
continental artists and we shall see (see below Vb v Crumhorn) that there 
is reason to suppose that Holbein was drawing on continental sources and 
inspiration in preparing this sketch.
All three illustrations show a small harp which can be comfortably 
supported on the player’s knee. The instrument is similar to the Irish 
harp not only in size but also in the distinctive curve which is assumed by 
the pillar. The soundbox, however, does not follow the Irish pattern of a 
massive, triangular box; it is much slenderer and has parallel sides.
The miniature which appears at the head of Psalm 52 [vulgate numbering]
shows Henry VIII playing the harp while his fool turns away from him. On a 
superficial level this might be taken as evidence that the king was 
actually in the habit of playing the harp; however, it may be seen as a 
piece of flattery, equating King Henry with King David. On the other hand 
it may even be a joke at the king’s expense; the fool turns away and the 
psalm begins ’’The fool hath said in his heart ....", perhaps indicating 
that playing the harp of the royal psalmist was not one of Henry’s musical 
accomplishments.
The miniature at the head of Psalm 80 [vulgate numbering] seems to be more 
concerned with the activities described in the psalm than with an accurate 
illustration of contemporary musical practice:
... sumite psalmum et date tympanum psalterium
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iocundum cum cythara: canite tuba ... [take a
psalm, and bring hither the timbrel, the pleasant 
harp with the psaltery. Blow up the trumpet ... (AV)].
The group of Apollo and the Muses also has a symbolic content and the harp 
was, presumably, used as the nearest approach to the lyre that could be 
made among contemporary instruments. In the contemporary Italian tradition 
Apollo was strongly associated with the lira da braccio but that instrument 
does not seem to have been known in North-Western Europe.
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IVc i The Use of the Lute
The lute seems to have been one of the most highly regarded instruments in 
use in England during the first half of the sixteenth century and it was 
widely cultivated by amateur musicians (see below V U I b  ii Amateur 
Musicians).
Peter de Brecia was a member of the retinue which accompanied the King when 
he went to war in 15131 and the accounts made it clear that the Inter, like 
the trumpeter, was distinguished from the other musicians who travelled in 
the party. The Eltham Ordinances identify Peter de Brecia as a servant who 
was paid at the high rate of £40 a year2 ; this leads us to suppose that he 
occupied an important position in the household and was, perhaps, one of 
the King's closest personal attendants. The records of 1520 indicate that 
he was paid an annuity of £40 and, as he does not feature in the regular 
wage returns, it is difficult to trace his presence at court. He may be 
the same person as Peter de Bruxia who was a member of Princess Mary s 
household in October 15334 . Peter de Brecia's place at court may have been 
taken by Philip van Wilder who was also paid £40 a year; the wages lists 
between February 15385 and October 15436 note that he was paid monthly 
wages of 66s 8d. He was a Gentleman of the Privy Chamber and he, too, 
seems to have enjoyed a position close to the King. He taught both 
Princess Mary and Prince Edward (see below V U I b  ii Amateur Musicians) and 
also seems to have acted as an importer of musical instruments (see below 
V U I b  i Professional Musicians). His duties included acting as the Keeper 
of the musical instruments at Westminster and his professional knowledge is 
reflected in the inventory.
Master Giles the luter, who may be the Giles Dues who received a gift of
plate from the King in 15287 , was employed at a rate of 40s a month during 
the early part of the reign**. He seems to have been active at court in 
the previous reign as he supplied strings for the Queen of Scots, Margaret 
Tudor, in 1502^.
Peter Welder, who may have been related to Philip van Wilder, may have been
appointed to replace Master Giles. He received wages at a rate of 12d a
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day between February 1538 and October 1543 and in the records he is
consistently described as a Inter until the funeral of Henry VIII in
February 154710 when he is described as a viol. We have already seen that
Matthew de Weldre and the Marquis of Exeter's servant, Thomas Harrys, also
played both the lute and the viol (see above IIIc I The Use of the Viol).
On a less exalted level, Arthur Dewes was also employed as a luter although
he was only paid 4d a day. In January 1519 his name was connected with
William More, the harper and William Kechyn, the bagpipe wait . This
implies that he played as a regular member of a group consisting of lute,
harp and bagpipe. There may have been a break in his service as a warrant
for wages at a rate of 4d a day was issued in his favour in October 1538 ;
however, he provided the lute which was bought for the Duke of Richmond in
1531 and was paid a reward of £3.6.8d by the King in 1532 . He died in
12
October 1540 .
13
Albert de Ripa may have played for the King in February 1529 . The lute
player, who is described in the records as a servant of the Cardinal of 
Mantua, was paid the enormous sum of £33.6.8d. He may have spent an 
extended period at court as it was at this time that he left Mantua and 
eventually went to the French Royal household1^. It is also possible that 
he was delivering goods or letters and the payment took account of the 
fact.
15
Alfonso d 1Este sent Henry VIII an Italian lute as a gift in October 1517 .
We have already seen that Italian lutes were highly prized at the time.
There is no firm evidence of the repertoire which was played on the lute 
although one or two areas are indicated by documentary sources. We know, 
for example, that the documents belonging to Dereham which the old Duchess 
of Norfolk submitted to the Council for their investigation included:
certain writings and papers of ballads and a ballad book with 
notes for playing upon the lute.
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These may have been either accompaniments for songs or perhaps instrumental 
arrangements of songs. The lute had an advantage over the keyboard 
instruments in that it could play a true unison, producing the same note 
simultaneously in two ways; this feature made it particularly suitable for 
playing polyphonic pieces and we may suppose that these included specially 
composed music as well as arrangements of vocal and instrumental 
compositions. The art of improvisation was almost certainly cultivated.
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IVc ii The Use of the Harp
The harp was in use throughout the reign of Henry VIII although it seems to 
have been rather unfashionable at that time. The Countess of Devon's 
accounts, for example, include the following entry:
24 October 1524: To a harper and a tumbler with the King's
servants.
It is probably no coincidence that the one member of the Marquis of
Exeter's household who played the harp is listed among the yeomen and
grooms and also seems to have been a general entertainer.
Thos. Wright, 38, can play well with a harp, sing, juggle
2
and other proper conceits and make pastetymes .
William More, the blind harper, served in the royal establishment during 
most of the reign. A payment of 20s to a blind harper, representing his 
pay for the current month and a three month's advance, is recorded for 
August 15143 . His name is given in the following year and his wages were 
stable at 5s a month until October 1516 and possibly later .
More was paid 10s 4d for January 1519, a rate of 4d a day, and his name is 
associated with those of Arthur Dewes and William Kechyn . These three 
musicians are known to have played harp, lute and bagpipe and they seem to 
have formed a regular ensemble. More was still being paid 4d a day in 
October 15285 although by February 1539 he was receiving 12d a day . The 
King bought livery, consisting of a uniform and badge, for More and two 
companions at New Year in 1530, 1531 and 15327 . On the last of these 
occasions the companions are named as Thomas Bowman and Thomas Evans : Evans 
is regularly described as a rebec in the records, the instrument which 
Bowman played is not identified. By 1541, the Queen s Minstrels had 
stabilised as a trio consisting of More, Evans and Andrew Newman, an 
ensemble of harp, rebec and wait, possibly bagpipes (see below Vc vii 
The Use of the Bagpipe).
In 1539 and 1540, William More was imprisoned in the Tower as a traitor 
although he continued to be paid in the normal way8 . The Discourse against
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Treason of November 1539 specifically mentions More, accusing him of 
ingratitude as well as treachery; the King had called him "from the wallet 
and staff to the state of a gentleman" and he became a traitor's messenger 
between abbot and abbot9 . It goes on to say that he was a particular 
supporter of the Abbots of Reading and Glastonbury and the Prior of 
Colchester.
None of the Queen's Minstrels appears in the list of musicians who were to 
be paid boardwages of Ad a day in 154110 and this implies that they were 
not permanently based at court. Cromwell made two payments to More and 
his fellows" in 1537 and 153811. A picture emerges of a travelling group 
of musicians, protected by the King and wearing the royal livery. Such a 
group would be able to move freely, if suspiciously, from one abbey to 
another through the country.
12
Although More was excluded from the general pardon of 1540 he seems to 
have returned to his normal position eventually and he was still in royal 
employment at the end of the reign. Princess Mary included him among^the 
King's officers to whom she gave rewards at New Year in 1543 and 1544 .
Bernadine de Ponte was employed as a harper towards the end of the reign; 
he was paid 100s for the quarter ending at Christmas 1545 but he does not 
appear in earlier surviving wage returns. His name suggests that he was an 
Italian and he may have played the Italian double harp which had two banks 
of strings and a full chromatic range.
6
Robert Reynold and Thomas Glyn were appointed as minstrels in July 1537 
and half-yearly payments of 66s 8d were made to them regularly between 
September 1538 and 1542. They are identified as the Welsh minstrels and, 
although it is not made clear what instruments they played, it is tempting 
to suppose that they declaimed verses or sang to the harp.
15
The King made a payment to a visiting harper, a blind woman, in 1531 . It
should be noted, however, that the sum of 7s 6d, which was given her, was 
the same amount as the rewards which were given to those who had been
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touched for the King's Evil.
The documentary sources do not give a clear idea of the harp's repertoire 
although William More perhaps supplied supporting harmonies for his group. 
It is possible that epic poetry was sung to the harp as we learn that, as a 
young man, Philip Sidney had been moved to tears by hearing the old song of 
Percy and Douglas sung by a blind harper16. We have also seen that the 
harp was associated with such acts as tumblers and jugglers.
Notes
1. L & P IV i, 771: Katharine Countess of Devon's accounts.
24 October 1524.
2. L & P XIII ii, 755: Marquis of Exeter's Household, November 1538.
3. L & P II ii: King's Book of Payments.
4. L & P Ill ii: King's Book of Payments.
5. L & P V: Chamber Payments.
6. L 6c P XIII ii, 1280.
7. Privv Purse Expenses, Henry VIII: 9 January 1530, 29 December 1530
9 January 1532
8. L 8c P XVI, 380.
9. L 6c P XIV ii, 613: Discourse against Treason, November 1539.
10. L & P XVI, 394: Boardwages, January 1541
11. L & P XIV ii. 782: Cromwell's accounts, 3 April 1537, 3 June 1538.
120
12. L & P XV» 498: General Pardon, 12 April 1540.
13. Privy Purse Expenses. Princess Mary.
14. L & P XX ii. 1035.
15. Privy Purse Expenses. Henry VIII: 7 October 1531.
16. B . PATTISON: Music and Poetry of the English Renaissance.
London 1948, reprint da Capo, New York, 1971.
121
Va Woodwind Instruments: Introduction
The woodwind instruments form one of the largest groups within the musical 
section of the inventory. This may be a reflection of their popularity 
during the reign of Henry VIII. Some of the instruments, such as the 
shawms and the tabor pipe, would only have been played by professional 
musicians while some of the others may have been suitable for use by 
amateurs.
The term tabor pipe has been used to identify the three-holed pipe which 
was normally played with the tabor. The musicians who played the tabor and 
pipe seem to have been known as taberets.
The pilgrim stave and dulceuse have not been positively identified although 
they seem to have been woodwind instruments of some description.
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Vt> i Recorder
Seventy-six recorders are listed in the inventory; they are divided into 
eleven groups of four or more while two bass recorders appear together and 
a great bass is listed separately.
i. Item one Case w  vj recorders of Boxe in it.
ii. Item viij Recorders greate and smale in a Case/couered
t t
w  blacke Leather and lined w  clothe.
iii. Item twoo base Recorders of waulnuttre one of theim/tipped
w fc Siluer the same are butt redde woodde.
iv. Item foure Recorders made of okin bowes.
v. Item vj Recorders of Jverie in a case of blacke vellat.
vi. Item one greate base Recorder of woode in a case of woode.
vii. Item foure Recorders of waulnuttree in a Case couered/w*"
blacke vellat.
viii. Item ix Recorders of woode in a Case of woode.
ix. Item a Case couered w  crimeson vellat havinge locke/
and all other garnishementes to the same of Siluer gilte/
w t viij recorders of Juerie in the same Case the twoo bases/ 
t
garnisshed w  Silver and guilte.
t
x. Item one case of blacke leather w  viij recorders of boxe.
t
xi. Item a case of white woode w  ix recorders of boxe in the 
same.
  £ £
xii. Itm a case couered w blacke lether w  vij recorders of
woode in it.
xiii. Itm a litle case couered w*" blacke lether w*" iiij
1
recorders of Jverie/in it.
These entries appear in two groups among the musical instruments at 
Westminster, where they are clearly associated with other woodwind 
instruments.
Eleven of the entries refer to sets of recorders : one set of eight (ii) is
specifically described as including large and small instruments while 
another group, again of eight recorders (ix), contained two basses. No
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details of the contents of the other sets are given.
There does not seem to have been a standard size of set: three contained
eight instruments (ii, ix, x ) , three more contained four (iv, vii, xiii), 
there were two sets of nine (viii, xi) and two of six (i, v) as well as a 
single set of seven. A pair of basses and an individual great bass have 
already been noted. There is no indication in the inventory that any of 
these groups were found to be incomplete on inspection.
Two groups of eight recorders (ii, ix) were made up of instruments of 
different sizes and it is tempting to suppose that all of the sets 
consisted of matched consorts of recorders playing in various registers.
The presence of a pair of basses (iii), however, raises a number of 
arguments against this conclusion. Perhaps some of the groups were made up 
of smaller recorders to which non-matching basses had to be supplied. It 
will be seen below (Vc i The use of the recorder) that the five Bassano 
brothers seem to have played together as a recorder group; the inventory 
contains no sets of five recorders although three entries do refer to sets 
of four.
Just as two basses were stored together as a pair, so some of the other 
sets may have consisted of a number of instruments of similar size. The 
"little case" with four recorders (xiii), for example, may have contained 
four little instruments. It could well be that musicians selected suitable 
instruments from a number of different groups. It is tempting to suppose 
that the sets were intended to be played as matched consorts but this was 
probably not the case.
Two sets of recorders (viii, xii) and the great bass (vi) are simply 
described as being made of wood while the material from which a further set 
(ii) was made is not specified. The fruitwoods are the most suitable 
native English woods for turning wind instruments and as such they were 
probably regarded as the normal materials for making recorders and so 
merited no further comment in the inventory. The two basses (iii) seem 
to have been described as being made of walnut in another description used
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in the compilation of the official inventory; however, closer inspection 
revealed that they were only of "red wood" which may have been fruitwood 
which had been stained to resemble walnut. Other recorders, however, were 
made of more exotic materials; there are three sets each of boxwood (i, x, 
xi) and ivory instruments (v, ix, xiii) while one set of four recorders 
really was made of walnut (vii). The materials for making these 
instruments would have to have been imported and some of the finished 
instruments may have been made abroad.
One entry (iv) refers to a set of four recorders "made of oaken boughs".
Oak itself is not particularly suitable for making wind instruments and 
these recorders may have been specially made with a "rustic" finish to 
simulate the appearance of rough-hewn timber. Perhaps they were intended 
for use in a dramatic performance.
One of the two bass recorders (iii) was tipped with silver while the two 
basses from the set of eight ivory instruments (ix) had silver-gilt mounts. 
The latter set of instruments was also kept in an imposing case which was 
covered in crimson velvet and fitted with a lock and mounts of silver-gilt. 
These seem to have been luxury items although it should be noted that one 
of the tabor pipes recovered from the Mary Rose had silver mounts but was 
almost certainly a working instrument (see below Vb ii Tabor pipe) .
Apart from the pair of bass recorders and the set of four instruments which 
may have been intended for dramatic use (iv) the recorders were all stored 
in cases of various sorts. The great bass (vi) and both the sets of nine 
recorders (viii, xi) had wooden cases while four other sets (vii, ix, xii, 
xiii) were stored in cases which were covered in leather or velvet and were 
presumably constructed of wood. One case for eight recorders (ii) was 
covered with black leather and lined with cloth. A further two cases (v, 
x) may have taken the form of soft bags of velvet or leather respectively, 
although elsewhere such covers are described as 'bags' rather than 'cases' 
(see below Vb iii Flute and Fife).
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Examples recovered from the Mary Rose (see below Vb ii Tabor pipe and Vb iv 
Shawm) suggest that cases for individual woodwind instruments frequently 
took the form of wooden tubes which might be stave constructed or formed 
from a single sheet of wood, covered with leather. Multiple cases could 
take the form of a number of such tubes joined together and sharing a 
common lid. A set of six crumhorns in the Brussels Conservatoire 
Collection has a fitted case of "briefcase" form which might have been more 
suitable for larger sets of instruments although it should be borne in mind 
that the shape of the crumhorn would make a cylindrical case impractical.
Contemporary sources reveal little of the technical details of the record­
er’s construction. It will be seen that the "shawm" from the Mary Rose was 
made in two joints (see below Vb iv Shawm) although it was kept in a single 
tube case and was not disassembled for storage. One entry (xiii) refers to 
a ’little case’ and it has already been suggested that this may have been 
intended for little recorders. On the other hand, it may have been de­
signed to hold jointed recorders which were stored in a dismantled state, 
in which case it would have been considerably shorter than the more 
familiar tubes.
Notes
1. BL Ms Harleian 1419 Instrumentes at Westm in the Chardge of
Philipp Van Wilder
Instrumentes of sonndrie kindes
i & ii f 202 v
iii - viii f 203 r
Unheaded list
ix - xiii f 205 r
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Vb ii Tabor pipe
There is only one reference to the tabor pipe in the inventory and it is 
found among the entries relating to wind instruments which were kept at 
Westminster. It follows the list of recorders and precedes the shawms :
i
Item A pipe for A Taberde in a Case of blacke leather 
Although the method used in arranging this list is a little obscure, it is 
safe to suppose that the entry refers to the three-holed duct flute that is 
traditionally associated with the tabor.
The form in which the work "tabor" appears is worthy of comment. The 
Oxford English Dictionary does not list "taberde" among the variant spell­
ings of the related names for drums; superficially, this appears to be a 
form of the word "tabard", meaning a loose tunic which is still worn as 
ceremonial dress by heralds. It is possible that, if it were taken out of 
context, the entry might be construed as referring to a gold thread 
ornament (pipe, piping) used to decorate a tabard. The care with which 
this section of the inventory was compiled, however, makes it highly 
improbable that an entry should be so badly misplaced. The degree of 
musical knowledge evident in the organisation of this list also tends to 
confirm this impression.
The payment lists (see below VIIc i The use of the drum)suggest that the 
word "taberet" was used to indicate both the drum and its player; it is 
also worth noting that in the modern English folk-tradion the work "tabor" 
is pronounced "tabber". The scribe may have been working from dictation or 
from a dictated source and substituted a more familiar word for the name of 
the instrument; this would seem to suggest that it was a technical term 
current among musicians but not widely known by the general public.
The tabor pipe is specifically designed to be played in conjunction with a 
drum. The player fingers the pipe with his left hand while a drum is 
suspended from his left wrist or shoulder; thus his right hand is free to 
beat the drum. The pipe has only three holes, one of which is placed at 
the back for the thumb. The instrument is supported by the remaining two
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fingers of the left hand which grasp the foot with a scissor action. On 
some modern examples a loop of cord is tied to the lower part of the 
instrument; the loop is slipped over the fourth finger and this enables the 
player to hold the pipe more securely.
Although it has only three holes, the pipe has a complete range of a 
twelfth or sometimes two octaves. The playing technique relies heavily on 
the production of overblown harmonics; the fundamental pitches can be 
produced but they are not normally used and the lowest note of the 
effective compass is the first harmonic of the closed note. The interval 
of a fifth between the first and second harmonics can be filled by opening 
the fingerholes and the instrument is overblown again to give the second 
harmonic. In order to encourage overblowing and the prompt production of 
harmonics the pipe is constructed with a bore which is very narrow in 
proportion to its length. Many modern instruments give a "neutral" third 
which the player can adjust to fit into a major or a minor interval by 
varying the breach pressure.
The pipe is traditionally made from a single piece of wood with a beaked
mouthpiece formed at the upper end. The mouthpiece is similar to that of
the recorder; a narrow windway is formed by letting a block into the back
of the mouthpiece and it serves to direct a stream of air onto a lip which
is cut from the body of the instrument. The bore is normally cylindrical
but it is sometimes slightly tapered; the fingerholes are placed well to
2
the distal end. Virdung and, as usual following Virdung’s illustrations,
3
Agricola both show a long, slender pipe with an apparently cylindrical 
bore which is identified as schwegel. Praetorius^ indicates that in his 
time the pipe was made in treble, tenor and bass sizes and that the French 
and Netherlanders were noted exponents of the tabor and pipe.
Three examples of the tabor pipe have been recovered from the Mary Rose.
The smallest (MR81 A1191) was found on the main deck where it was 
associated with the equipment of the Queen's Company of Archers. The 
instrument is made from a light-coloured wood and is complete except for 
the block which closed the back of the mouthpiece. The sounding length is
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16% inches (416 mm) and the bore is approximately % inch (13 mm) in
diameter at the foot. The bore has been distorted and has taken on an oval
section. It should be noted that these measurements correspond to those
5
given by Baines for the Basque chistu, which is pitched in G. All the 
fingerholes are circular and show no evidence of undercutting; the 
thumbhole is placed higher than the upper fingerhole. The pipe is 
undecorated apart from a turned ring some 1 3/4 inches (45 mm) above the 
foot; this is not strictly speaking a decorative feature as it served to 
help the player hold the instrument between his lowest two fingers without 
letting it slip. The lower end of the mouthpiece is defined by a shallow 
groove at the level of the lip. An unidentified mark is branded on the
pipe just above the foot.
Another tabor pipe (MR81 A3901) was recovered from the storage area on the 
orlop deck. It is made of cherry wood and is considerably longer than the 
example described above; its overall length is approximately 31% inches 
(800 mm) with a sounding length of 28% inches (720 mm). The bore, which is 
also deformed into an oval shape, has a diameter of some 2/3 inch (20 mm) 
at the foot. The thumbhole is set much higher than the fingerholes and 
again there is a turned ring about 3% inches (90 mm) above the foot. The 
mark E:LEGR0S; in a scroll is stamped onto the front of the pipe between 
the turned ring and the foot.
A slender cylindrical rod, some 15 inches (380 mm) in length, was found 
inside the pipe. This is probably the drumstick and it is interesting to 
note that it is unshaped. Contemporary illustrations are not particularly 
informative as to the shape of drumsticks, but the examples shown in The 
Triumphs of Maximilian are depicted with a distinct head which may 
represent a wooden knob or a pad of cloth or leather. The pipe was found 
inside its case which took the form of a tube made from a single sheet of 
wood bent into a cylinder and covered with leather. The lid and carrying 
strap were still in place.
A further long tabor pipe, unnumbered at the time of its examination, has 
also been recovered from the orlop deck store. The mouthpiece has been
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crushed from the level of the bottom of the window but the instrument seems 
to be the same size as the larger of the two complete pipes. It is made of 
a dark-coloured wood and had been mounted with1silver rings at the foot and 
the lower edge of the mouthpiece.
Notes
1. BL Ms Harl 1419: Instrumentes at Westm in the Chardge of Philipp
Van Wilder
Instruments of sonndrie kindes f 203 r 
Musica Getutscht
Based 1511 : reprint Barenreiter Kassel, 1931
Musica Instrumentalis Deudsch 
Wittemberg, 1528 & 1545: reprint Breitkopf & 
Hartel Leipzig, 1896.
Syntagma Musicum II: De Organographia
Wolfenbuttel, 1619; reprint Barenreiter Kassel 
1958.
5. A. BAINES: Woodwind Instruments and their History
2. S. VIRDUNG:
3. M. AGRICOLA:
4. M. PRAETORIUS:
3rd Edn. Faber, London, 1967.
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Vb iii Flute and Fife
The inventory lists fourteen sets of transverse flutes including sixty-five
flutes and two fifes. The entries appear in two groups, one among the
instruments of sundry kinds at Westminster where the flutes appear at the
beginning of the wind instruments before the crumhorns and recorders : the
other group appears in the unheaded list, where it follows the recorders
and precedes the crumhorns.
t
i) Item v Cases w  Flutes and in euerie of iiij of the/saide
.Cases iiij flutes and in the v*"*1 three Flutes.
ii) Item one Case furnisshed w^ xv Flutes in it.
(iia) See below Vb vii Pilgrim stave, entry i)
iii) Item one Case w*" vij Flutes in hitt.
iv) Item v Flutes of Jvorie tipped w*" golde enameled black/wt
t
a Case of purple vellat garnisshed at bothe thendes/w Silver 
and guilte the same Case furnisshed conteineth/butt iiij hole 
pipes.
v) Item foure Flutes of Jverie tipped w t golde in a Case/covered w*" 
grene Vellat.
vi) Item one flute and ij phiphes of blacke Ibonie tipped withe/
Siluer thone of the phiphes lackinge a tippinge at one ende/
in a bagge of redde leather.
vii) Item iij Flutes of glasse and one of woode painted like/glasse
in a Case of blacke leather.
viii) Item iij Flutes of woode in a case of blacke leather
ix) Item iiij flutes in a redde feather bagge. 
x) Item three flutes in a Case.
Of the fourteen sets of instruments listed, seven (i A - D, v, vii, ix) 
contained four flutes, three (IE, viii,) contained three while another 
consisted of a flute and two fifes (vi): the balance is made up of single
groups of fifteen, seven and five (from which one instrument was missing) 
flutes respectively. It is tempting to suppose that all these sets 
represented matched instruments which made up a matched consort; however, 
plate 3 of the Triumphs of Maximilian clearly shows Anthony of Dornstatt 
and two of his three colleagues each wearing a case for four instruments
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slung from his waist. The remaining player is partly obscured but may also
2
have a multiple case like his companions. One entry (i A - E) may well 
represent a set of such cases of instruments.
Four of the entries refer to instruments which were made from exotic 
materials; two sets (iv, v) were made of ivory with gold mounts, the mixed 
set of flute and fifes was of ebony with silver mounts (vi) while the other 
contained three glass flutes with a fourth instrument of wood painted to 
simulate glass (vii). One of the ivory flutes from the set of five (iv) 
was found to be missing when the instruments were examined; ivory is a very 
delicate material and it is easily damaged, the missing flute may have been 
broken, not lost. The wording of the entry "the same case furnished 
containeth but 4 whole pipes" may indicate that the damaged instrument was 
also kept in the case, perhaps with the intention of repairing it. The 
exact meaning of the term "whole pipes" is discussed elsewhere (see below 
Vb ii Pilgrim stave) but in this case, as there is no indication that 
flutes were ever made in separate joints at that time, it can probably be 
taken to mean "complete instruments".
The remaining flutes were probably made of fruitwood as this seems to have 
been the most common material used in producing wind instruments (see above 
Vb i Recorder) . Some of the instruments would have been stored in cases 
built up from a number of tubes while three sets (vi, viii, ix) were kept 
in leather bags. The two sets of ivory flutes (iv, v) were stored in more 
lavish cases covered with velvet. Some of the larger sets may have been 
stored in boxes.
One of the sets consisted of a flute and two fifes (vi). Hersenne, who was 
writing a France a century later, explained that the fife was the same as 
the flute but its sound was louder and more brilliant and it was shorter 
and narrower:
...ce qui arrive semblablement au Fifre, qui ne différé 
d ’auec la Fluste d'Allemand q u ’en ce qu’il parle plus 
fort, que ses sons sont beaucoup plus vifs & plus 
esclatans, & qu’il est plus court & plus estroit.3
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[....which is similar to the fife, which only differs 
from the German flute in being louder 
in having livelier and brighter sounds and in 
being shorter and narrower.]
4
Of more nearly contemporary continental sources, Virdung illustrates but
does not describe, a Zwerchpfeiff which may be either a fife or a flute.
5
Agricola , however, goes into more detail. He shows four Schweitzer 
Pfeiffen (discantus, altus, tenor, bassus) each with six fingerholes; he 
gives fingering charts for three ranges and indicates that the altus and 
tenor played at the same pitch. Agricola's compasses are each of three 
octaves from D (bassus), A (tenor, altus) and e (discantus), although he is 
probably writing an octave below sounding pitch. The text and the 
fingering charts indicate that varying degrees of overblowing were used to 
reach notes above the lowest octave. The text suggests that the flute was 
played with vibrato;
Auch wiltu haben den grund und bodem 
So lern pfeiffen mit zitterndern odem ....
[And if you want to have a solid grounding, learn to play 
with quivering breath....]
Apart from the reference to a flute and two fifes, the inventory does not 
suggest that Agricola's four sizes and three ranges were used in England. 
However, as it seems to have been universally associated with Germany and 
Switzerland, it may well be that the German forms and playing technique 
were used, at least when the flute was first introduced into this country.
Notes
1. BL Ms Harl 1419 ; Instrumentes at Westm in the Chardge of Philipp
Van Wilder
i-v) Instrumentes of sonndrie kindes f202v 
vi -ix) Unheaded list f205r
x) Windsor; Sonndrie paicelles f315r
2. H. BURGKMAIR; The Triumph of Maximilian,
reprint ed Applebaum, Dover, New York, 1964
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Liure Cinfuiesme des Instrumens a Vent: proposition ix
Paris 1636; reprint CNRS Paris, 1965
4. S. VIRDUNG op cit.
5. M. AGRICOLA op cit section xii: Ein anders Schones und recht
Fundament, wie drey odder vier Schweitzerpfeiffen ...
miteinander Rebranch etc.
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Vb iv Shawm
Three entries in the inventory refer to a total of ten shawms which 
appeared among the instruments which were kept at Westminster: the entries
follow that for the tabor pipe and precede that for the bagpipe. One of 
the entries relating to pilgrim staves appears in this section,
i) Item viij Shalmes in iij Cases couered w*" Leather.
(ia) See Vb vii Pilgrim Stave entry ii).
ii) Item a case w*" a Shalme of Boxe in it.
iii) Item one Shalme of woode.*
One of the shawms is described as being made of boxwood (ii) which was an 
exotic material at that time. For reasons which are discussed elsewhere 
(see above Vb i Recorder) , the others may be supposed, with reasonable 
certainty, to have been made of fruitwood. No details of mounts or keywork 
are given in the inventory but it seems probable that at least some of the 
instruments described were fitted with one or more keys.
The shawm was described in detail by Tinctoris in his treatise De 
Inventione et Usu Musicae and, although this description was written by a 
Flemish teacher working in Naples in about 1487, probably gives a fair
indication of the sort of instrument which would have been familiar at the
court of Henry VIII.
Tibia instrumentum est duo principalia tenens foramina: unum valde 
angustum: per quod (canna de se sonora quam vulgus anciam vocat in-
fixa) sonus flatu hominis creatus immittitur: et alterum amplum per
quod emittetur.
... Si tamen Varrone credendum sit: antique tibie quaterna habebant
foramina. Alii dicunt (ut Aero refert) non plus quam tria. Discursu 
vero temporis eo ventum est: ut tibia que vulgo celimela nuncupatur:
nunc septem foraminum sit. Quibus quidem arte recta proportionatis 
ad omnem canturn proferendum: ipsa tibia effecta est perfectissima.
Ilia tamen quam dulcinam a dulcedine sua nominant: licet totidem
habeat foramina: hoc est septem ante ac unum aliud retro instar
fistula: quia cantus omnis edition! non suppetit: imperfecta
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censetur.
Sciendumque est: ubi foramen septimum cujusvis tibie in
unim latus declinaverit: octavumque in alterum fuerit appositum:
vocem eandem ab utroque emitti. Hoc enim invenerunt propter minimi 
digitorum brevitatem: qui (si foramen septimum alia sex ordini recto
sequeretur) illud (quando opus esset) claudere non posset. Unde : 
quom tibicinum alii manum dexteram superponant : at alii supponant:
ad usum illorum foramen sinistrum: ad istorum vero dextrum est
instituturn.
Et quoniam tibia simplex vocem imitatur humanam: unicam scilicet
partum cantuum edere potens: ut quemadmodum ex vocibus humanis
gravitate et acumine disparibus: cantores diversarum partium cantus
pronunciant: ita et tibicines inequalibus tibiis personarent:
tibiarum alias acutas: alias graves: illas supremis partibus: istas
mediocribus et imis adaptabiles excogitarunt. Unde tibiarum (ut 
cantus partium) alii nomen est supreme: alii tenor: quern vulgo 
bombardam vocant: et alii contratenor. Imos tamen contratenores 
semper : ac sepe reliquos: tibicinibus adjunct! tubicines: ea
tuba quam superius tromponem ab Italis; et sacque-boute a Gallicis 
appellari diximus: melodiosissimi clangunt. Quorum omnium omnia
instrumenta simul aggregate; commuaiter dicuntur alta.
The tibia has two main orifices, one extremely narrow, through which 
the breath is impacted against the sound-producing reed or ancia, the 
other wide, whence the sound is emitted.
.. .I f  Varro is correct, in ancient times the tibia had four holes, 
though others, as Aero records, say that it had three. However 
nowadays the tibia called celimela (shawm) has seven holes. Provided 
that its holes are correctly placed, any composition can be played on 
it and it is completely perfect.
On the other hand that tibia called the dulcina, on account of the
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softness of its sound, has seven holes in front and one behind, like a
fistula (recorder). Since not every kind of piece can be played on
it, it is considered to be imperfect.
Note that when the seventh hole of any tibia is set to one side and
has an eighth hole set opposite it, each of these holes gives the same 
note. This arrangement was adopted to accommodate the little finger, 
which is normally not long enough to close the seventh hole if it is 
aligned with the other six. In consequence some players prefer to 
place the right hand uppermost and use the hole on the left side, 
while others prefer the opposite.
A single tibia is like a voice in being able to deliver only one 
part in a composition, and hence, just as singers perform different 
parts according to the height and depth of the voices, so do tibia 
players use instruments varying in size. Some are high, suitable 
for treble parts, and others are low, for the middle and lowest 
parts. Therefore tibias, like the parts themselves, are described 
as suprema, tenor (commonly called bombarde) and contratenor.
However, for the lowest contratenor parts, and often for any
contratenor part, to the shawm players one adds brass players who
play,very harmoniously, upon the sort of tuba which is called, as we
said above, trompone in Italy and sacque-boute in France. When
all these instruments are employed together, it is called 
2
'the loud music1.
To summarize, the shawm as Tinctoris knew it was a reed instrument with an 
expanding bore and seven fingerholes. It was made in three sizes and was 
normally played in groups which also included a sackbut. There was 
another,similar instrument called the dulcina, which had a quieter sound 
and was distinguished by having a hole at the back; it was not, however, 
able to play all the music played by the shawm. Tinctoris does not mention 
the lip-rest (pirouette) or the keywork with its protective fontanelle, 
which are known from other sources.
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The illustrations of shawms in Virdung and Agricola show the pirouette as 
a vase-shaped element which surrounds the lower part of the reed. The 
player pressed the pirouette against his lips and thus the reed was able to 
vibrate freely inside his mouth; the reed was uncovered and tongued 
articulation formed an important part of the player's technique. The
larger sizes of shawm were fitted with a key to cover the lowest hole ; the
fragile keywork was protected by a pierced cover, the fontanelle.
In 1509, livery was issued to a group of musicians identified as the styll
shalmes who played at a coronation, almost certainly that of Henry VIII 
(see below Vc v The use of the shawm) . In this context, the word "still" 
means "quiet" and the still shawms may be the same as Tinctoris* dulcina. 
Confirmation that the shawm and the still shawm were different instruments 
is provided by the Bristol Apprentice Register for the late 1540s :
1548.1.411 William Drowry son of Robert Drowry of Synnynglie, Yorks 
laborer to Thomas Rancock Inholder and Dorothy for seven years, giving 
him at the end ... "Vnum Vyall ac a Lowd Shalme & a Stille and double 
appareil suitable for his body".
1549.1.444 John Rowe son of John Rowe of Dracott, Wilts yoman to 
Thomas Rancock Inholder and Dorothy for ten years, giving him ...
1A Vyall, a Rebuke, a Still Shalme and a Lowde Shalme1 and 4s 6d for 
his freedom".
Rancock*s third apprentice was to be given a viol and a rebec.
While it is unrealistic to suppose that the conditions under which 
professional musicians were employed at court in 1509 were exactly the same 
as for a trio playing in an inn in Bristol in 1549, there may be some 
parallels. Minstrels may have been expected to play both wind and stringed 
instruments; loud and still shawms may have been used as the occasion 
demanded.
The first musical instrument to be recovered from the Mary Rose was a 
member of the shawm family. It was found in the fo'c'sle and it is 
complete except for the final flare of the bell. It is made of fruitwood 
with brass keywork and mounts and in its present state it is 36 inches (915
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mm) long.
The instrument's shape agrees with contemporary illustrations; it is long 
and slender without any noticeable flare except at the bell. It is made in 
two joints which are now roughly equal in length; the upper end shows a 
vase-shaped expansion which may reflect a slight widening at the top of the 
bore to accommodate the reed. Otherwise, the bore appears to be 
cylindrical in the upper joint with the expansion only becoming obvious in 
the bottom two thirds of the lower joint. The two sections meet in the 
normal way; a socket is hollowed out of the wall of the upper end of the 
lower joint to receive the tenon which projects from the lower end of the 
upper joint. The tenon is grooved, presumably to hold a lapping which has 
not survived.
The open fingerholes are all located in the upper joint; they are arranged 
in two distinct groups so that they fall comfortably under the fingers and 
they are drilled obliquely so that their inner ends coincide more exactly 
with their acoustically correct positions. There is a thumbhole, located 
above the highest fingerhole. There is also an extra hole for the little 
finger of the upper hand; it may have been intended to improve the tuning 
or to extend the range by adding an extra note. The additional hole is set 
well over to one side so that it can be reached by the little finger of the 
left hand; there is no alternative arrangement for the right hand and the 
instrument must have been played with the left hand uppermost.
The lower joint carries the keywork and the fontanelle and extends to form 
the bell. There are two open-standing brass keys which are mounted on 
saddles attached to a flattened area on the wall of the instrument. The 
circular cover plates have small holes around the circumference so that a 
pad of cloth or leather could be stitched into place; the pads have not 
survived. The upper key is centrally mounted and has an angular 
fish-tailed touch which curves outwards at the ends; it is undecorated 
except for an engraved line which marks off the curved area at the top.
The lower key is set to One side and its single,long touch-piece runs 
alongside and is designed to harmonise with, the upper key. It is
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positioned for the little finger of the right hand and again no provision 
is made for alternative fingering.
The fontanelle is divided into two barrels which are free to slide upwards 
along the instrument, the lower barrel normally rests on a turned wooden 
ring below the lowest hole which prevents it from slipping down onto the 
bell. The upper barrel rests on the upper edge of the lower one. They are 
both made from thin sheets of wood, shaped into tubes and fitted with 
protective mounts at the top and bottom. The upper barrel is cylindrical 
while the lower one, which is about half as tall, has a convex profile.
Both barrels are pierced with small holes which are arranged to form four 
groups of concentric circles; both barrels have a slight bulge at the level 
of the holes.
The flare of the bell has been broken away and lost; it m a y , however, have 
had the characteristic vent-holes which can be seen in contemporary 
illustrations.
The reed and pirouette, if one was used, have not been identified and it is 
possible that the player kept these items with him. When the instrument 
was cleaned a slim cylinder, formed from a sheet of brass, was found in the 
mud which filled the bore; this may be the staple. The instrument was 
found with the remains of its case which was wooden tube of stave 
construction covered with leather. The marks of a strap or metal fastener 
can be discerned some four inches below the top.
Because of the presence of the thumb-hole, it has been suggested that this 
is an example of the still shawm. If this is the case, and if the still 
shawm can be identified with Tinctoris’ dulcina, the extra hole may 
represent an attempt to remedy the instrument’s imperfect range.
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Vb v Crumhorn
A total of eighteen crumhorns is listed in the inventory; the instruments 
were divided into three sets, two of seven and one of four: 
i) Item one Case w*" vij Crumhornes in it.
ii) Item a Case w t iiij Crumhornes in it.
iii) Item another case w*" vij Crumhornes in it. *
In the absence of any further details, it may be supposed that these
instruments were probably made from fruitwood. The set of seven ivory 
"crohhomes" at Hampton Court can almost certainly be identified as 
cornetts and will be discussed elsewhere (see below VIb i Cornett) .
In a personal letter addressed to the King and dating from May 1515,
Alamire described a consignment of music and instruments which he had 
bought at his own expense and sent to England. We have already seen that a 
pedal clavichord seems to have been included in this shipment (see above 
lib ix Clavichord) , the letter continues:
..., et misi vestram majestatem duodecim cromhornes...2 
[..., and I have sent your majesty twelve crumhorns ...]
Alamire may have made a point of sending unusual instruments to Henry VIII, 
knowing of the King's interest in music. We do not know whether the 
instruments arrived safely and there is no indication in the surviving 
records that these crumhorns were ever played at the English court.
There is little evidence for the use of the crumhorn in England at this 
time. A tenor crumhorn may be shown in Holbein's sketch for a triumphal 
arch for the entry of Anne Boleyn into London in 1533 (illustration no 14). 
The instrument, is however, only indicated and not drawn in detail; no firm 
conclusions as to its construction should be reached as the basis of this 
illustration.
Holbein may have been drawing on continental, rather than English, practice 
when he prepared this sketch. An example of the crumhorn appears among the 
instruments which are shown in the illustration of musicians with the Ark 
of the Covenant in leones Historiarum Veteris Testaments which was
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published in about 1525s . Holbein was obviously familiar with the 
crumhorn before he settled in England in 1532.
Lasocki has pointed out that the Fugger Inventory of 1571 lists among the 
contents of "the instrument chest made by the Bassani brothers" a set of 
"twelve crumhorns, namely alto, tenor, bass, great-bass and half-bass, all 
gloriously beautiful and good instruments, with their keys",^. Five 
members of the Bassano family had been permanently resident in London since 
1540; they were employed as wind-instrument players although Anthony had 
been employed at court as a professional instrument-maker since 1538 (see 
below VIlib i Professional Musicians) .
The main centres for the production of the crumhorn seem to have been 
situated in Northern Italy and Southern Germany and it should be noted that 
the Bassano brothers came from Venice. It is not impossible that they 
played the crumhorn at court and they would certainly have been able to 
make their own instruments. The inventory itself gives no indication of 
the provenance of the instruments.
Notes
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Illustration 9:
l’hot ogra]>h :
Bagpipe
Detail of the bard of the silvered and engraved armour of 
Henry VIII
Reproduced by kind permission of the Board of Trustees of 
the Royal Armouries
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Vb vi Bagpipe
The bagpipe appears in two entries on the inventory:
i) Item A Bagge pipe w*" pipes of Jverie the bagge/ 
couered withe purple Vellat.
ii) Item iiij bagge pipes w t pipes of Jvorie.^
In both cases the entries come at the end of the section devoted to wind 
instruments.
The use of ivory and velvet indicates that these were luxury items made 
from expensive materials. Evidence will be discussed elsewhere (see below 
Vc vii The use of the bagpipe) which suggests that the bagpipe was firmly 
associated with professional musicians; it is highly unlikely that these 
instruments were intended for use by noble amateurs. It is possible that 
they were played at one of the court spectacles; the ceremonies of May 
morning seem to be one example of an occasion where bagpipes might have 
been used. The bagpipe was particularly associated with processions and 
the courtly maying not only involved outdoor processions but also combined 
elements of the lavish and the rustic.
Although the bagpipe is now strongly associated with Scottish and Irish
musical tradions, the instrument had been known in England since the
thirteenth century and seems to have reached Scotland and Ireland somewhat
later. Indeed, Galpin notes that King James of Scotland rewarded 1Inglis1
2
pipers who came to the gate of Edinburgh castle in 1489. It would be 
unwise to assume that bagpipers playing in England in the sixteenth century 
came from anywhere other than England in the absence of evidence to the 
contrary.
In its most basic form the bagpipe consists of a reed chanter inserted into 
a mouthblown skin bag which acts as a reservoir and releases the player 
from the effort of circular breathing. The pipes are held in pierced 
wooden blocks, the stocks, which are tied into the various natural openings 
of the skin at the neck and front legs. The stocks hold the pipes firm and 
protect the fragile reeds from accidental damage. A drone pipe had been
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added to the instrument in about 1300.
The bagpipe has certain technical features which affect the way in which it 
is played. Once the bag is inflated, the chanter and drone sound 
continuously; it is an almost universal practice among pipers to simulate 
silence by sounding the chanter in unison with the drone. The player has 
no direct contact with the reed of the chanter and is unable to articulate 
by tonguing; an attack at the beginning of a note is achieved by gracing 
which, in its simplest form consists of using the "silence" as a grace 
note. More sophisticated piping techniques sometimes demand clusters of 
grace notes as articulation. Because the player constantly returns to the 
"silent" pitch, which is normally the lowest note of the chanter's compass, 
most traditions of piping demand the use of a closed fingering technique in 
which the holes remain closed above and below the one which must be opened 
to give the required note. These features of technique result from the 
inherent characteristics of the instrument and there is no reason to 
suppose that pipers of the sixteenth century did not play in this way.
The illustration of the scourging of St. Barbara, engraved on the bard 
(horse armour) of the silvered and engraved armour belonging to Henry VIII 
and now preserved in the Tower of London, shows a bagpiper leading the 
procession (Illustration 19). Blair has indicated that the decoration was 
executed by Paul van Vrelant, a Flemish goldsmith who was employed at court 
in England while also maintaining a workshop in Brussels. The engraving 
was certainly carried out between 1514 and 1519 and Blair has suggested 
that this is the work mentioned in an indenture dated 24 September 1514.
The bagpipe shown on the bard is similar in appearance to the gaita 
gallega, a Galician folk-instrument ; the chanter has an expanding bore 
while the drone is apparently made in three joints which may be cylinders 
of slightly increased diameter. The third section terminates in a flared 
bell. The drone pipe of the gaita gallega also has a stepped cylindrical 
bore which expands slightly to form a bell.
It is impossible to do more than speculate on the structure of the bagpipe
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in the illustration but it may be that some features of bagpipe—making have 
been preserved by the conservative nature of folk trad ions". It is worth 
noting that the majority of European bagpipes, including the gaita gallega, 
use a double reed for the chanter and a single reed for the drone; the only 
major exception is the Italian zampogna which features a distinctive flared 
drone with a double reed. Such circumstantial evidence cannot form the 
basis of a definite statement but it suggests quite strongly that this 
arrangement of reeds and pipes may have been used over a long period of 
time, perhaps back to the sixteenth centry.
Vrelantfs engraving shows a mouthblown bagpipe with a single drone which 
may be derived from Netherlandish sources but may also have been a type 
which was familiar in England. The bag is concealed by a fitted cover made 
of striped material; a cup and the letter "d" are shown on the cover.
St. Barbara’s father and tormentor was named Dioscurus and this may be his 
personal piper. It is not impossible that the bagpipers at the English 
court played similar instruments.
Notes
1. BL Ms Harleian 1419: Instruments at Westm in the Chardge of
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4th edn. ed Dart, Methuen, London 1978.
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and the Silvered and Engraved Armour at the Tower of London
in Archaeologia, 1965.
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Vb vii Pilgrim Stave
Two separate entries in the inventory refer to instruments which are 
identified a "pilgrim staves"; both appear in the list of instruments at 
Westminster headed "Instruments of sundry kinds". The first entry is found 
among the flutes, the second among the shawms:
i) Item one Case w t tenne flutes in the same are
caulled/pilgrim Staves and the same case furnisshed 
conteinethe/butt vj hole pipes,
ii) Item a case w*" vij Shalmes in it the same case 
furnisshed/conteineth but v whole pipes caulled
I
pilgrim Staues.
These two descriptions have one striking feature in common; in both entries 
the instruments are described as "whole pipes". It has already been 
suggested (see above Vb ii Flute and Fife) that this term might mean 
instruments which were complete or undamaged. It could also mean that what 
appeared to be complete instruments on a superficial examination were in 
fact separate joints which fitted together to make a smaller number of 
instruments: on the other hand the numbers quoted in the two entries do
not suggest a uniform construction for the complete instruments, ten joints 
would form six instruments in one case and seven joints would make up into 
five in the other. It is also possible that the "whole pipes" were 
constructed from a single piece of wood when one would have expected 
otherwise. We have already seen that the tabor pipes from the Mary Rose 
(see above Vb ii Tabor pipe) were made from a single piece of wood while 
the "shawm"(see above Vb iv Shawm) was of jointed construction. Perhaps 
the pilgrim staves were rather longer than might be expected for an 
instrument without joints.
Mersenne, writing a century later in France, gives a further hint which 
tends to reinforce the last interpretation. In a section describing the 
courtaut, he explains that it is a shortened bassoon which acts as a bass 
to the musettes:
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il est fait d ’un morceau de bois cylindrique, & ressemble
a un gros baston: de la vient que quelques-vns en font
<
de grands Bourdons semblables a ceux des Pelerins de 
2
sainct lacques. [it is made from a cylindrical piece of wood and 
looks like a big stick, hence some people make them into staffs 
like those of the pilgrims to Santiago],
There was obviously in Mersenne’s mind a connection between an instrument 
which looked like a big stick and the staves which pilgrims used as walking 
sticks.
To return to the internal evidence of the inventory, the first entry states 
that the flutes in this case were called pilgrim staves while the second 
refers to a case which was listed as containing shawms but was found, on 
inspection, to contain only "whole pipes called pilgrim staves". This 
suggests that, to the inexpert eye, the pilgrim staves might be confused 
with either the flute or the shawm whereas Philip Van Wilder recognized 
that they had more in common with the flute.
Both entries may be construed as meaning that in both instances instruments 
were missing from the complete set: the first entry records that there
were six instruments in a case which should have contained ten, while the 
second notes that the case contained five whole pipes instead of seven 
shawms. While accidental losses and misplacements were probably 
unavoidable, this seems to suggest that these instruments may not have been 
regarded as particularly useful or precious.
Although the instruments cannot be positively identified a brief 
description may be deduced from the words of the inventory. The pilgrim 
staves were almost certainly long, cylindrical instruments which looked 
rather like walking sticks. They may have had a distinctive unjointed 
construction and they may have been flue pipes of some kind, perhaps 
without the beaked mouthpiece which distinguished the recorders and tabor 
pipes from the flutes and fifes. It is interesting to note that a folk 
instrument used by Romanian shepherds serves both as a long (1100 mm,
3ft 4 in or more) duct flute with six holes and as a walking stick.
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Notes
1. Ms Hart 1419: Instrumentes at Westm in the Chardge of Philipp Van
Wilder
Instrumentes of sonndrie kindes
i) f 202 v
ii) f 203 r
2. M. MERSENNE: Harmonie Universelle vol III
Liure Cinquiesme des Instrumens a Vent: propostion XXXI1
Paris, 1636; reprint CNRS, Paris, 1965.
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Vb viii Dulceuse or Dulcense
TbirtGGn xnsüruinenüs id6ntIfled as dulceuses are recorded In two 
consecutive entries in the unheaded list of instruments at Westminsteri
i) Item v shorte ^Instrumentes caulled Dulceus in v/seuerall 
cases to theim couered w  blacke leather.
Item viij Dulceus couered w  blacke leather some of/theim 
havinge tippinges of Silver. *
The spelling of the name is unclear and may be either dulceuse or dulcenseî 
the wording of the first entry suggests that they were not particularly 
familiar.
The entries are located among those relating to wind instruments where they 
follow the crumhorns and precede a set of bagpipes. It is tempting to 
suppose that this implies that the dulceuse was a reed instrument; however, 
although the inventory was obviously drawn up in a logical manner, that 
logic may have served to group instruments by different types of mouthpiece 
or by the conformation of the bore, for example. It is safe to suppose 
that this was a type of wind instrument.
The first of the entries describes the dulceuses as "short instruments", 
thus implying that this was the instrument’s most noticeable feature. This 
probably means that they were shorter than might be supposed from hearing 
them. Two suggestions present themselves; the dulceuse may have taken the 
form of a stopped cylinder sounding an octave below the pitch of an open 
cylinder or conical pipe of the same length. On the other hand, the 
instrument may have been bent back on itself like the modern bassoon.
The second entry states that the dulceuses were covered with leather and 
tbat some of them had silver mounts. Wind instruments are normally covered 
with leather when the techniques used in their construction involve the use 
of glued joints. Some crumhorns were formed into the characteristic bent 
shape by removing small wedges of wood from the wall and sticking the 
exposed edges together. The cornett was frequently made by hollowing out 
two matching troughs forming longitudinal halves which were then glued
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together to form a bent tube. The later serpent was also constructed in a 
similar way but with the added complication that the body was also divided 
in segments along its length. In all these cases, the finished instruments 
were covered with leather to protect the glued joints which formed a weak 
point in the construction. This suggests that the dulceuse did not have a 
straight bore but was curved or bent in some way and tends to favour the 
suggestion that the instrument was bent double like the bassoon.
One further piece of evidence is presented by the first entry where the 
dulceuses are described as having separate cases. This may imply that the 
instrument was quite large; the great bass recorder (see above Vb i 
Recorder) and the "shawm" from the Mary Rose (see above Vb iv Shawm) were 
large instruments with individual cases. On the other hand, tabor pipes 
(see above Vb ii Tabor pipe) also seem to have had individual cases, 
perhaps because they could be played alone.
It may be that the instrument’s name is derived from dolce or douce and 
that this implies that its sound was particularly sweet or gentle. Such 
speculation, however, is beyond the scope of this discussion.
Briefly stated, the dulceuse or dulcense was a wind instrument: it may
have been quite large although still shorter than one might expect. Its 
construction probably involved the use of glued joints. It is not clear 
whether it was played with a reed, a whistle mouthpiece or a brass-style 
mouthpiece; the conformation of the bore cannot be established although it 
was almost certainly curved or bent in some way. It was not particularly 
common in England at the time although it could be identified by a 
professional musician. It may have been played individually, perhaps as 
the bass of an instrumental group.
Note
1. BL Ms Harl 1419: Instrumentes at Westm in the Chardge of
Philipp Van Wilder 
Unheaded list i) 205 r
ii) 205 v
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Vb ix Whistle and Boatswain’s call
Whistles and boatswain’s calls are strictly speaking signalling devices 
rather than musical instruments, however, they are included in this section 
for the sake of completeness.
Only one whistle is listed in the inventory and it appears among some 
shooting equipment stored at Westminster:
Itm one Walking staffe having a crosse uppon the/upper 
ende of blacke horne w*" a whistell in either side/of the 
saide crosse. *
The whistles were probably intended to summon attendants or possibly dogs 
in the hunting field.
There is a record in the Privy Purse Expenses of a whistle which was 
presented to Henry VIII:
17 September 1532 Itm the same day paied to Jacson of 
Wyndesor in rewarde for a whistill that he gave unto the 
king68 grace. xs.3
The connection with Windsor, which the king used as a centre for hunting, 
suggests that this whistle was also associated with the hunting-fieId. The 
size of the reward normally reflected the value of the gift; this may have 
been a particularly elaborate example or it may have been made from an 
expensive or exotic material.
The boatswain’s call was used both as a signalling device at sea and as a
badge of office. It seems to have been known at court in both capacities.
We will see elsewhere (see below Vc iii The use of the whistle and
boatswain’s call) that Henry VIII used a boatswain’s call on at least one
occasion while, as admiral, the Duke of Richmond owned a gold whistle which
3
probably served as his badge of office.
Four examples of the boatswain’s call have been recovered from the Mary 
Rose of which three were too small to be practical, working instruments.
One(MRS1 A945) is of silver and has a loop of mustard coloured ribbon to 
hang it around its owner’s neck. It is 1 1/4 inches (30 mm) in overall
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length and it was found as an individual item on the orlop deck. Another, 
slightly larger example with a cord for suspension (MR 81 A0973), was found 
on the gun deck close to the carriage of a gun. The third, which is made 
of silver with ornate decorations and a silver chain (MR 81 A4172), was 
found on the main gun deck inside a chest with personal items which 
probably belonged to a master gunner.
Another larger and more obviously usable boatswain's call (MR 81 A1299) was 
also associated with a gun. It consists of a spherical body with a 
circular aperture; a short, straight blow-pipe directs the player's breath 
against the edge of the aperture to give a shrill whistle. The body is 
held in the palm of the hand while the blow-pipe is supported along the 
thumb, the pitch can be altered by cupping the hand around the body of the 
whistle. Apart from the shape of the pipe, which is short and straight 
rather than long and curved, the Tudor boatswain's call is virtually 
identical with the modern naval version. The evidence presented by the 
examples found on board the Mary Rose suggests that the boatswain's call 
was widely used by gunners as well as by seamen, perhaps because the shrill 
sound could penetrate the noise of the gun deck.
Notes
1. BL Ms Harleian 1419: Stuff in tholde Juelhous at Westm in the Chardge
of James Rufforth
Trunkes to shoot in and staves f 169 r (repeated
f 525 v)
2. Privy Purse Expenses, Henry VIII
3. L & P XI 163 The Duke of Richmond's Inventory, 25 July 1536
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Vc i The Use of the Recorder
References to the use of the recorder during the reign of Henry VIII are 
very scarce although the evidence does suggest a coherent pattern, as we 
shall see. A little light may be shed on the situation at the beginning of 
the reign by considering some information from a slightly earlier date.
The accounts of the Privy Purse expenditure of Henry VII, in effect
payments from the King's own personal funds, note that two payments were 
made to identified recorder players :
4 March 1492 To the childe that playeth on the records £1
1 April 1498 To ArnoIde pleyer at recorders £1 *
It is not clear whether ArnoIde and "the childe" were the same person.
What is more significant, however, is the fact that a single person was 
rewarded for playing the recorder on both of these occasions; this implies 
that the recorder could be used as a solo instrument at this time. The 
size of the payments should also be noted. On the same day that the child 
was paid the sum of £1, a reward of 13s 4d was given to "my lord of 
Suffolk's minstrels" while in July 1498 the organ player, Arnold Jeffrey 
was paid 10s for his wages for the quarter. These performances on the 
recorder must have been of a very high standard to warrant such large 
payments and the players may have displayed considerable virtuosity.
No professional recorder players are identified in official documents until
1543 when, among the rewards which Princess Mary made to the King's
2
Officers at New Year, we find a payment of 10s to the recorders. She paid 
the same sum to the recorders the following New Year as well and on both 
occasions she made a separate payment to the flutes.
The accounts of wages and other payments to court officials for the 
thirtyfith year of the reign (1543-44) have been preserved and they do not 
mention a specific band of recorder players. New Year rewards were given 
to the following groups: the King's trumpets, the King's drumslades, the
still minstrels, the new sackbuts, the Queen's minstrels, the King's viols, 
the new viols, the Bassani brothers, who are identified individually, and a
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3
group of minstrels consisting of the two Guillams and Pety John.
Lasocki^ has identified the Bassani brothers as the recorder players and 
has suggested that they formed a five-part recorder consort. We shall see 
later (see below Vlllb i Professional Musicians) that consorts consisting 
of groups of different sizes of the same instrument were a new, continental 
fashion and that such groups started to arrive at court in significant 
numbers in about 1540; the new sackbuts, however, had arrived somewhat 
earlier. The older style of instrumentation is perhaps represented by the 
mask of musicians who provided part of the entertainment at a dinner which 
Queen Mary of Hungary gave in Brussels in 1539; the musicians played on two 
lutes, a recorder, a rebeck and a vyall and Wriothesley comments that they 
were
5
....the fyneliest that I ever heard....
The recorder was also played, though perhaps not very extensively, by 
amateur musicians (see below Vlllb ii Amateur Musicians) . Hall has given 
us a description of the young Henry VIII at his recreation:
From thence the whole Courte remoued to Wyndesore, than 
begynnyng his progresse, exercisyng hymself daily in 
shotyng, singing dansyng, wrastelyng, casting of the barre, 
playng at the recorders, flute, virginals and in setting of 
songes, makyng of balettes, & dyd set. ii. goodly masses, 
every of them fyue partes, which were songe oftentimes
6
in hys chapel and afterwardes in diverse other places.
While we must remember to make allowances for Hall's tendency to 
romanticise royalty and his stylistic habit of repeating himself in several 
different ways to increase the dramatic impression, it seems clear that the 
King did play the recorder and that it was not a particularly unusual 
instrument for a noble amateur.
The inventory of Lord Mounteagle's possessions, which is dated 1523, states 
that three "recorder pipes" were kept in the room which was known as "my 
Lord's Chamber".^ In 1538, Thomas Cromwell's household acquired a set of 
recorders.
8
3 Aug 1538 Wm Myles, by Mr Richard, to buy a case of recorders £4
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There is no indication of the number of recorders which could be bought for 
£4. A document of 1535 suggests that sets of recorders could be quite 
large: goods which had to be delivered to the royal household at
Westminster included
... two cases of recorders, black, seven in one case and
9
nine in the other.
It would seem, then, that the recorder was played by both professionals and 
amateurs during the reign of Henry VIII although specialised performers 
were only regularly employed at court after 1540. At first the instrument 
was used for solo performances, perhaps of a virtuoso nature, or in groups 
of mixed instruments; consort music for homogenous groups of recorders was 
established at court in about 1540 although it is not impossible that vocal 
music was played on small groups of recorders before that date.
Notes
1. Privy Purse Expenses, Henry VII
2. Privy Purse Expenses, Princess Mary
3. B.L. Ms Add 59900 Rewards giuen on Tewisday Newyere daye
IT
at hamtonco t byne accustomed
     : :--------------
anno RR H viij xxxv° ff68v-69r
4. D. LASOCKI: Professional Recorder Playing in England 1500-1740:1:
1500-1640 in Early Music, vol 10 no 1, January 1982
5. L & P XIV i, 321: Wriothesley to Cromwell, 19 Feb 1539
6. Hall's Chronicle London 1548, 1550. After Pentecost 2 Hen VIII
Reprint: London, 1809
7. L & P III ii, 2968: Lord Mounteagle's Inventory, 20 April 1523
8. L & P XIV ii, 782: Cromwell's accounts
9. L & P VIII, 44: Parcels delivered by the King's commandment by
Mr Norres at Westm. 13 Jan 1535
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Vc ii The Use of the Tabor pipe
As the players of the tabor and pipe seem to have been regarded primarily
as drummers, they were known as taberets, the use of the tabor pipe will be
discussed elsewhere (see below VIIc i The use of the drum).
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Vc ill The Use of the Flute
One of the major problems involved in the interpretation of the musical 
references in the documentary sources of the first half of the sixteenth 
century arises from the fact that, in the majority of cases, musicians were 
simply identified as minstrels and the instruments which they played were 
not specified. The evidence suggests that, outside the court, minstrels 
were encouraged to play a wide variety of instruments (see below Vlllb i 
Professional Musicians). In courtly circles on the other hand, a number of 
musicians were employed as specialists but it is not apparent to what 
extent the other minstrels were expected to perform on a number of 
different instruments.
It is literally in the last document of the reign of Henry VIII that the 
flutes are identified as a distinct group; mourning liveries for the King's 
funeral on 21 February 1547 were issued to five flutes: John de Savernac,
Gulllam de Troshis, Guillam de Wait, Piero Guye, Nicholas Puvall.* (Like 
most Tudor names, particularly foreign ones, these appear in the records in 
a number of different forms; these spellings have been arbitrarily 
selected). At first glance, this list seems to form a coherent group and 
one might be tempted to suppose that this was another five-part consort 
which formed a distinct unit, like the Bassani family, the six Italian 
viols or even the new sackbuts. However, John de Savernac had been at 
court since at least November 1518 and on every previous occasion that he 
was mentioned he was described as a rebec; this is the first time during 
his career at court that his ability to play the flute has been mentioned. 
Furthermore, both Guillam de Troshis and Guillam de Wait had been employed 
at court since at least 1530 and there is only one occasion on which either 
of them was associated with a particular instrument; we have already seen 
that the King bought a rebec for Great Guillam in March 1531 (see above 
IIIb ii Rebec).
The earliest reference to the King’s flutes is to be found in Cromwell's 
accounts:
2
22 July 1537 The King's flutes 7s 6d
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This does not seem to be a very large sum of money but it does suggest that 
there may have been three performers who were each to receive 2s 6d. We 
have already noted that Princess Mary gave a New Year Reward to the flutes 
in 1543 and 1544 (see above Vc i The use of the recorder) .
Fortunately the official lists of wages paid by the court over New Year 
1543/4 have survived.3 There is no mention of an identifiable group of 
flutes although all the members of the 1547 group of flutes feature in the 
lists. Guillam de Wait and Guillam de Troshis do not appear in the normal 
monthly wage returns because other arrangements had been made for their 
payment but they received a New Year Reward of £4 together with Pety John, 
whom we have identified with the rebec and flute player John de Savernac
(see also IIIc ii The use of the rebec and Vlllb i Professional Musicians) .
Nicholas Puvall and Piero Guye are not identified among those who received 
New Year Rewards although they may have been included among the "still 
minstrels" who received a total of £4. They do appear in the wage returns 
in both December and January although they are simply identified as 
minstrels.
Nicholas Puvall was issued with a warrant for his payment as a minstrel at 
16d a day from 1 November 1539 in August 1540 ; he is consistently 
described as a minstrel in the records. A warrant dated 8 July 1542 notes 
Piero Guye * s appointment as a minstrel at 12d a day from Michaelmas 1541 
A document sealed by stamp in September 1546 records an increase in pay and 
identifies him as a flute player:
Pyro Guye to have the room of a fluter with 20d a day,
which John Bonntain had.^
Incidentally, John Bontance was a taberet who had recently died; Piero Guye 
received the pay, not the position, of the dead man.
In brief, only one of the five flutes of 1547 was officially appointed as a 
specialist flute player and it would seem that this may have been an ad 
hoc group rather than one with a distinct identity.
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Price has quoted extracts from the Seymour papers which suggest that
Hertford was adding the flute to his musical establishment in about 1540.
There were payments to servants of Lord Derby and Sir John Dudley for
, bringing a case and a set of flutes respectively, while in 1541 Pero, the
King's minstrel (presumably Piero Guye) was paid
7
for Larnyng Peacocke on the flute.
We have already seen that, according to Hall, Henry VIII was able to play 
the flute (see above Vc i The use of the recorder) there is however, little 
evidence that it was widely played by amateurs.
Notes
1. H. C. DE LA FONTAINE: The King * s Musick London 1909
2. L & P XIV ii, 782 Cromwell's Accounts
3. BL Ms Add 59900 ff 56r, 57r, 68r, 69r, 75v, 76v.
4. L & P XVI, 394: Chamber Payments
5. L & P XVII, 880: Chamber Payments
6. L & P XXIII, 199: Documents sealed by stamp, September 1546
7. Quoted in D. C. Price: Patrons and Musicians of the English
Renaissance, Cambridge University Press, 
Cambridge, 1981
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Vc iv The Use of the Fife
Although the fife may have been constructed like a small, high-pitched 
flute (see above Vb iii Flute and Fife) it is clear that it was treated as 
an entirely separate instrument with its own characteristic functions and 
specialist performers. Like the tabor pipe, it was intimately connected 
with the drum and it will be discussed elsewhere together with the tabor 
and pipe (see below VIIc i The use of the drum).
162
Illustration 10: Shawm, sii de-trumpet, (clarion?)
Attrib : Hens Holbein tlu younger : Wind players on a b a l c o n y .
Photograph : Reproduced by permission of the Trustees of the British 
Museum, Lordor. Prints and Drawings 18b 2-5-19-2
163
Vc v The Use of the Shawm
It will become apparent during the course of this discussion that the shawm 
was one of the most popular and widely used musical instruments during the 
early sixteenth century: under the circumstances, it is very curious that
shawm-players should be so infrequently identified in the official court 
records.
We have already noted (see above Vb iv Shawm) that two of the three young 
musicians who were bound apprentice to Thomas Rancock in the late 1540’s 
were to be given loud and still shawms as well as stringed instruments at 
the end of their time. This is an indication of the sort of versatility 
which was expected from the minstrels of the time. On the other hand, the 
sackbut and shawm were so intimately connected that the shawm players may 
have been identified as sackbuts because the two types of instrument were 
commonly used together.
Some evidence is provided by the lists recording the issue of livery to 
members of the royal household for the funeral of Henry VII in 1509 and the
I
coronation of Henry VIII later the same year. On both occasions, livery 
was issued to a group of four men who are identified as the "Seykebuds and 
Shalmeys" and the "Sackbudds and shalmes of the privée Chambre". The 
members of this group were Johannes [de Peler?], Guy11am Borrow (or William 
Burgh), Edward John and Alexander Massu.
At the same coronation, livery was issued to "The Sty11 Shalmes": John
Chambre (marshall), John Furneys, Thomas Mayow, Richard Waren, Thomas 
Spencer, Thomas Grenyng, John Abys, Thomas Region and Bartram Brewer who 
seems to have been brought in from outside the group. The same men are 
identified as "The Mynstrells" in the records of the earlier funeral and 
they are distinguished from six other groups: "Mynstrells", "Mynstrells of 
the Chambre", "Seykebuds and Shalmeys", "The Kyngs trompytts", "Trumpets" 
and "Tabretts with others". Thus, the still and loud shawms were treated 
separately.
Further information is provided by a document of 1520 which is an
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Inspeximus, or confirmation, of the patent dating from 24 April 9 Edward IV 
(1469) licensing the King's minstrels to continue or augment the guild 
which they had founded in Saint Paul's, L o n d o n /  The inspeximus was given 
in favour of eight named men: John Gylmyn, Thomas Grenyng, Thomas Spence, 
Thomas Mayowe, John Abes, Thomas Pygyn, William Kirkeby and John Rippys. 
John Gylmyn had become the marshal of the minstrels on the death of John 
Chambre in 1514: of the remaining seven members, five can be identified 
from the lists of 1509. Allowing for death or retirement over the 
intervening eleven years, it seems clear that the King's minstrels had 
formed the still shawms at the coronation. This group may have formed a 
band of travelling musicians who enjoyed the King's patronage and wore the 
royal livery but who did not have to attend court regularly.
Only one other musician is positively identified as a shawm player in the 
surviving official records. An isolated payment of £4 was made to Piers 
Thoulouse on 6 July 1511, he is described as a "minstrel shalmewer" \  The 
entry does not appear among the lists of wages which occur at the beginning 
of the month so he was probably a visiting performer. The size of the 
payment suggests that he may have done more than just play on this 
occasion, perhaps he delivered despatches from abroad.
Andrew Newman appears in the court records from October 1528 until his 
death in June 1544; he is consistently described as "the wait" and he was 
paid at the rate of 4d a day, the lowest rate at which any of the court 
musicians was paid. Although his title "the wait" might suggest that he 
was a shawm-player, the evidence which will be discussed later may indicate 
that he was a 'bagpipe wait" like William Kechyn (see below Vc vi The use 
of the bagpipe).
While shawm players may not be identified by name in the court records,
Henry VIII seems to have bought at least five shawms at his own expense:
24 Feb 1530... paied to phillip of the pryvay chambre 
for a shalme xxvjs viijd
4 Nov 1530 ... paied to phillip of the pryvat chambre
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for ij sagbutt68 ij Tenor shalmes and two trebull
li h
shalmesse x x s
The second extract describes the instruments which would have been required 
for two groups of haut musicians in the traditional style; it also confirms 
that shawms of different sizes were known in England as well as in Europe.
The King's Shawms, whoever they may have been, received two payments of 11s 
3d from Cromwell in April and June 1538. The second of these payments was 
made at Eltham and this suggests that Cromwell may not have hired the 
musicians himself, he may simply have been present when they played and a 
tip was felt to be in order. The amount paid on these two occasions seems 
rather strange; not only is it quite small but it does not fall into the 
regular pattern of such payments. Fees, tips and rewards normally appear 
in shillings, in marks or parts of them (13s 4d, 6s 8d, 3s 4d) or in 
multiples of 2s 6d. It could be that on these two occasions there were 
four full professionals who each received 2s 6d and an apprentice or 
trainee who was given Is 3d: the drawing of wind players on a balcony
(Illustration 10) shows five musicians.
Outside the court, shawm players were employed in some of the grander 
English households. Cardinal Wolsey's shawm player met a mysterious death 
in France in 1527:
The next day the King [of France] took my lord's minstrels 
and rode unto a nobleman's house, where was some goodly 
image that he had avowed a pilgrimage unto, to perform 
his devotion. When he came there he danced and other with 
him most part of the night. My lord's minstrels played 
there so excellently all that night that the shalme (whether 
it were with extreme labour of blowing or with poisoning - 
as some judged - because they were more commended and 
accepted with the King than his own, I cannot tell), but he 
that played the shalm (an excellent man in that art) 
died within a day or two after.^
Ten years later, Cromwell's household bought some shawms :
16 April 1537 Mark Antonio "for certayn shammes
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and other instrumentes" (by Mr Richard’s command) £13.6.8d.^
Loud instruments like shawms were never played by amateurs and we may 
suppose that servants were subsequently taught to play on them. Mark 
Antonio may have been Mark Antony Petala, a Venetian sackbutter who had 
been employed at court since about 1531; perhaps he had maintained contacts 
with Venetian instrument-makers. In June 1539, Hertford bought "iij 
howboyes" from Anthony Ferranbassano;7 at that time the Seymours were 
making the most of the fact that the heir to the throne was the son of Jane 
Seymour and, echoing this, the musical establishment was reaching courtly 
dimensions.
Sackbuts and Shawms were in evidence at many public and courtly
celebrations. When the Emperor and the King rode through the City of
London on 6 June 1522, there were pageants and entertainments along the
route, at the conduit in Cornhill the street was closed with gates:
... and ouer the gates wer arches with towers embattailed
set with vanes and scotchions of the armes of the Emperor
& the king, and ouer the arches were two towers, the one
full of Trompettes and the other full of Shalmes and
8
shagbuttes whiche played continually: ...
Shawms and sackbuts also appeared in dramatic enteratinments such as the 
Pavyllyon un the Plas Parlous on Twelfth Night 1515 (see above IIIb i 
Viol) .
9
There is a little evidence that the French and Scots may have used shawms
on occasions to play motets in church; the English do not seem to have
adopted this practice.
Notes
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Vc vi The Use of the Crumhorn
There is no documentary evidence to suggest that the crumhorn was ever 
played in England. We have seen that a number of examples are listed in 
the inventory and that the Bassani brothers, who were regularly employed at 
court from 1540 onwards, made a number of instruments, including crumhorns, 
which appear in the Fugger inventory of 1571 (see above Vb v Crumhorn) .
The instruments may have been known at court as early as 1515 when Alamire 
sent a set of twelve crumhorns to the King (see above Vb v Crumhorn) . The 
technical demands are very similar to those of the recorder although the 
range is restricted to just over an octave. On balance, it is possible 
that the crumhorns were played by recorder players, even if only as an 
experiment, but there is nothing to suggest that they were in regular use 
in England and they may have been regarded as curiosities.
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Vc vii The Use of the Bagpipe
The list of wages for October 1511 records a payment of 41s to William 
Kechyn "backpype wayte" as his wages for four months at 4d a day. Wages 
were normally paid every month although block payments covering a number of 
months could be authorised if the recipient were leaving court temporarily 
or, in the case of a newly-appointed employee, when he was confirmed in his 
post after working without pay for some time. Kechyn probably first worked 
at court in July 1511.
The records of wages for January 1519 link the names of Arthur Dewes,
William More and William Kechyn who were all paid 10s 4d for the month; a
2
daily rate of 4d which was the lowest scale of pay for musicians. These 
three musicians are consistently associated with the lute, harp and bagpipe 
and they may have formed a regular group in the old tradition of bas 
instruments. While a combination of bagpipe and lute seems highly 
improbable today (a concerto grosso for that very combination has appeared 
on a humorous record) it may indicate that Kechyn played on pipes which 
were of the gentle-toned indoor variety.
Andrew Newman first appears in the surviving records in October 1528 when
3 ■
he was paid a month's wages at the rate of 4d a day. He was employed at
4
court until his death in 1544. He is always described as "the wait" and 
this might suggest that he played the shawm rather than the bagpipe; 
however, this may be a contracted form of the title "bagpipe wait" which is 
how William Kechyn was described in 1511.
Newman also seems to have fitted into the same sort of group as the one in
which Kechyn played. In January 1538/9 he was included in a New Year
Reward of 40s which was given to a group which also included William More,
Thomas Evans and Thomas Bowman.^ The following year Newman and Bowman, now
£
identified as the Queen's Minstrels, were rewarded together; this was
while William More was in prison charged with treason (see below Vlllb i
Professional Musicians) . At New Year 1540/1, the Queen's minstrels were
7
named as Thomas Evans, William More and Andrew Newman , an ensemble which
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consisted of rebec, harp and wait. These three are listed together in 
subsequent wage returns and although Evans and More were eventually paid at 
more generous rates, Newman continued to receive 4d a day until his death.
Newman died in about June 1544. In the following April, the position of
bagpiper was occupied by Richard Woodward whose employment extended beyond
the end of the reign. The documents signed by stamp on 21 September 1545
include a warrant for
Ric. Woodewarde, bagpipe player. Wages of 4d a day 
8
from 1 April.
We note that his pay was fixed at the same rate as that received by both 
Kechyn and Newman.
It seems that Woodward himself was concerned about this state of affairs as
the following entry in the register of documents signed by stamp in
November 1546 shows :
Richard Woodward, bagpipe player, to have 4d a day
during his life in augmentation of his fee which was
4d a day, so that now his whole fee is 8d a day.
9
At his own suit.
As well as being used in an indoor musical group, the bagpipe seems to have 
been particularly associated with rustic processions. The following 
passage from Veron’s Hunting of Purgatory to Death dates from 1561, which 
places it outside the limits of this discussion, strictly speaking; 
however, it makes its points so clearly that it is worth quoting:
I knewe a priest (this is a true tale that I tell you and 
no lye) which when any of his parishioners should be 
maryed, would take his Backe pype, and go fetch theym 
too the churche, playnge sweetelye afore them, and then 
would he laye his instrument handsomely upon the 
aultare, tyll he had maryed them & sayd a masse. Which 
thyng being done, he would gentillye bringe them home 
agayne with Backe pype. Was not this priest a true 
ministrell, think ye; for he dyd not conterfyt the
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ministrell, but was one in d e d e . ^
Henry Machyn records that the Lord of Misrule’s procession through London
was accompanied by
gonnes and skuybes [squibs] and trompets and
11
bagespypes, and drouselars and flutes.
The passage quoted above from Veron also emphasises that the bagpipe was 
only ever played by professional musicians and not by noble amateurs, or 
even common amateurs.
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Vc viii The Use of the Whistle and Boatswain's call
It has already become apparent that the whistle was primarily a signalling 
device rather than a musical instrument (see above Vb ix Whistle, 
boatswain's call) and the documentary evidence of its use tends to confirm 
this.
At the royal maying in 1515, the King and Queen were met by Robin Hood who 
presented a demonstration of archery:
 Then he whisteled, and all the ii. C. archers shot and losed
at once, and then he whisteled again, and they likewyse shot 
agayne, their arrowes whisteled by the crafte of the head, so that 
the noyes was straunge and great, and muche pleased 
the kyng the quene and all the company.*
Other contemporary references to whistles and whistling occur in naval 
contexts and it becomes clear that the whistle or boatswain's call was much 
in evidence both as a signal and as a badge of office. Hall sets the scene 
with a spirited description of the attack on Andrew Barton, the Scottish 
pirate in June 1512:
The lorde Haward liyng in the Dounes, perceived where 
Andrew was making toward Scotland and so fast the saied 
lorde chased him, that he overtooke hym, and there was a 
sore battail: the englishemen wer fierce, and the Scottes
defended them manfully, and ever Andrew blewe his 
whistell to encorage his men, yet for all that, the lord 
Haward and his men, by cleane strength entred 
the mayne decke ....
The following year, Sir Edward Howard wore two whistles at once; one to 
show his position as Lord High Admiral of England and the other to signify 
the command of the fleet of King's Ships. He fell overboard in action 
against the French off Brest and, to avoid disgrace to himself and the 
King, threw away his whistle as Lord High Admiral so that it should not be 
captured.
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We have seen that the whistle which was worn as a badge of office could be
small. However, Henry VIII clearly believed that whistles should be heard
as well as seen
On the Thursday mentioned Henry acted as pilot, and
wore a sailor's coat and trousers made of cloth of gold,
and a gold chain with the inscription Dieu est mon Droit, to
which was suspended a whistle which he blew nearly as loud 
4
as a trumpe
.
The use of the whistle as a badge of office seems to have died out after
3
the end of the reign.
Notes
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Via Brass Instruments: Introduction
The term brass Instruments is taken in its widest sense in this study and 
includes cornetts and hunting-horns. Sackbuts, trumpets and clarions are 
not listed in the inventory although their use is apparent from written 
sources.
The word trombone has been used to indicate the double slide instrument 
with a set back bell and a back bow which extends over the player’s 
shoulder. In this sense, the word describes the characteristic layout of 
the instrument.
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VIb 1 Cornett
Three entries in the main body of the inventory seem to refer to the 
cornett while a fourth, unambiguous, description of the instrument dates 
from 1550.
t
i) Item twoo Gitteron pipes of Jvorie tipped w  silver/and gilte 
they are caulled Cornettes,
ii) Item xiiij Gitteronne pipes of woodde in a bagge of/Leather 
they are caulled Cornettes,
iii) Itm a case of printers lether w*" vij crokhornes/of Jvorie.
iv) Item oon Case of cornettes of v couered withe/blacke leather
and a [— ---------------] locke and a keye to it. 1
Two of the entries (i, ii) are particularly mysterious; the instruments are
described as "gitteron pipes" while the entries themselves appear among the
lutes and gitterns. On the other hand, Philip van Wilder, who was a
professional musician and keeper of the instruments and whose judgement we 
have learned to trust, identified these instruments as cornetts. It may
well be that this type of instrument was particularly associated with the
gittern; perhaps the gittern provided the normal accompaniment for these . 
cornetts.
It should be noted that one of the entries (ii) describes fourteen 
"gitteron pipes" of wood. In its classic curved form, the wooden cornett 
is made up of two longitudinal halves which are glued together after the 
matching halves of the bore have been hollowed out of the two blocks of 
wood. When the outside of the instrument has been shaped, it is covered 
with thin leather which protects the glued joints and seals any leaks. A 
metal ferrule is usually fitted to the upper end of the cornett to prevent 
the glued joints from opening when the mouthpiece is inserted. The 
description does not mention a leather covering nor a ferrule and we must 
suppose that these cornetts were constructed without glued joints and, by
implication, that they were straight and not bent.
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Virdung2 , writing in 1511, gives an illustration of a straight cornett with 
a separate mouthpiece, which suggests that the curved form may not have 
been universally adopted at that time. The mute cornett, however, seems 
always to have been made in the straight form without glued joints. Unlike 
the standard cornett, the mute cornett does not have a separate mouthpiece; 
instead, the mouthpiece is formed by shaping the upper end of the bore 
itself. This distinctive feature accounts for the subdued tone which gives 
the instrument its name; in other respects it is similar to the cornett and 
the embouchure and fingering techniques are the same for both instruments.
It is possible that the "gitteron pipe" was a mute cornett.
The other entry in the main part of the inventory (iii) is also ambiguous.
The "crokhorns" appear among the general items that were located in the 
Long Gallery at Hampton Court. This section of the inventory was drawn up 
by an official who was not a trained musician; although he was capable of 
identifying the regal and virginal, the instruments which faced him here 
were probably rather unfamiliar to him. The word "crokhorn" probably 
derives from "crooked” or "bent" although it is just possible that the 
element "crok-" is related to "croak" and reflects unfavourably on the 
sound produced by the instrument. Assuming that the former is the more 
likely explanation, the instrument’s most noteworthy characteristic would 
be a curved or bent outline. This suggests that the entry refers either to 
the crumhorn or the cornett.
Ivory does not seem to be a suitable material for making crumhorns; while
it is just possible to form it into a slight curve, the type of bend
required by the usual form of the crumhorn is almost certainly impossible 
3
to achieve . On the other hand, ivory cornetts are not unknown although 
they are rare. Fontana has suggested that such instruments were made from 
the tips of the tusks of young elephants and that the rarity of this 
material would have added considerably to their rarity and interest. Two e
of the other "gitteron pipes" (ii) were made of ivory with silver-gilt 
mounts. The remaining set of cornetts (iv) seems to have been acquired 
after the death of Henry VIII and so falls outside the scope of this 
dicussion. „
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VIb ii Sackbut
The sackbut does not feature in the inventory although there is ample 
evidence that an instrument of that name was well-known and extensively 
used at court. Such chroniclers as Hall indicate that, in secular 
contexts, the sackbut was closely associated with the shawm while the 
combination of sackbut and cornett seems to have been particularly favoured 
for religious music (see below Vic ii The use of the Sackbut). The
documentary evidence does not, however, indicate the form which the sackbut
assumed in England during the first half of the sixteenth century.
By the end of the sixteenth century, the name Sackbut was unambiguously 
attached to the double slide instrument which is still familiar under the 
Italian name, trombone. It is tempting to suppose that this had always 
been the case in England. The etymology of the word is obscure but it does
seem to have been intimately connected with the idea of pushing and
pulling; cognate forms in Romance languages, for example, include names for 
a type of pump and a rod for cleaning gun barrels.
The sackbut, then, evidently employed a slide mechanism of some description 
and the double slide instrument was certainly known on the continent at the 
beginning of the sixteenth century. We should bear in mind, however, that 
two current types of brass instruments employed a slide. The older of
1/0 ■'W-W ‘ _  , . . - i i
these was the slide trumpet, which was known in Burgundy as the minstrel s
/(
trumpet and seems to have been played with the shawms during the fifteenth 
century.
The slide trumpet featured a single slide; in effect, the body of the 
instrument was free to move along the extended shank of the mouthpiece.
This involves a rather distinctive playing position. The player presses 
the mouthpiece to his lips, frequently by holding the base of the cup 
between his fingers; with his other hand he supports the body of the 
instrument, often using an "underhand" grip so that the weight is held more 
comfortably and he has greater freedom of movement. The slide trumpet is 
frequently held pointing downwards so that the body can move more freely
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along the shank of the mouthpiece. The playing technique involves moving 
the whole body of the instrument through wide changes of position.
The double slide of the trombone, however, is easier to control and more 
economical of movement. The slide consists of two parallel lengths of 
cylindrical tubing with a bow between them; it moves over an inner slide 
which consists of extensions leading from the mouthpipe and to the back bow 
and which are, of course, left open at the lower end. The heavier element 
(consisting of the mouthpiece, the two sections of the inner slide, the 
bell and its bow) is held still while the comparatively light slide is 
moved. Because the slide is U-shaped the changes of position are smaller 
than on an equivalent slide trumpet and a greater number of positions can 
be reached. The trombone also has a characteristic layout which 
distinguishes it from the slide trumpet; the bell is positioned much closer 
to the player while the bow extends back over his shoulder. This 
arrangement prevents the bell from fouling the slide as well as 
redistributing the instrument's weight so that it can be supported in a 
more comfortable and natural position. This instrument is clearly 
identified as the posaune in German sources as early as Virdung and the 
Triumph of Maximilian. The classic English sackbut took this form.
It should be recalled, however, that the English court had been consciously 
modelled along Burgundian lines. The reforms instituted by Edward IV in 
the 1470s show the influence of his stay at the Burgundian court and were 
almost certainly based upon Olivier de la Marche's description of the ducal 
establishment. The Tudor court still followed these lines when Henry VIII 
came to the throne; Northern European influence was still strong and there 
was a significant presence of artists and craftsmen with Netherlandish 
names. It is perhaps surprising that the slide trumpet, which seems to 
have been particularly cultivated in Burgundy and France, is not apparently 
mentioned in the records.
A further question is raised by the drawing of wind players on a balcony 
which dates from about 1540 and has been attributed to Holbein 
(Illustration 10). The group of performers consists of two shawm players,
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a man playing a short, straight and markedly conical brass instrument which 
may be a clarion (see below VIb iv Clarion), a player standing with his 
back to the viewer and a fifth musician, who, to the modern eye, is playing 
a type of trumpet. The playing position suggests that this may be a slide 
trumpet, it is certainly not a German posaune.
The documentary evidence, however, is clear about some aspects of the 
trumpet and trumpet playing (see below Vic iii The use of the trumpet); the 
trumpet was an attribute of royalty and power, it might occasionally be 
played with drums, but it was never included in groups of other 
instruments. The trumpeters were not regarded as ordinary musicians and 
they enjoyed something of the mystique surrounding the heralds.
On the other hand, the sackbut was so closely connected with the shawm that
the players may not have been distinguished from each other (see above Vc v
The use of the shawm) while the combination of shawms and sackbuts was
something of a cliche. Logically speaking, the brass instrument shown with
the shawms ought to be a sackbut. Galpin suggested that, in earlier,
continental sources, the name "sackbut" may have been applied to both of
2
the forms of brass instrument which employed a slide. Lane has expanded
on this point arguing from the evidence of written and iconographical
3
sources from the Burgundian court.
The records of payments, in particular the notes of the rewards given to 
members of the royal household at New Year, show quite clearly that there 
were two groups of sackbuts at court between 1529 and 1540 (see below Vic 
ii The use of the sackbut). The "Old Sackbuts" and the "New Sackbuts" were 
employed side by side for at least eleven years and there is no evidence 
that they ever joined forces. The "New Sackbuts" may have formed a 
homogenous choir of trombones along continental lines; the "Old Sackbuts" 
probably took the form of a group of shawms and sackbuts in the more 
old-fashioned tradition of haut music. It is possible that the 
descriptions "old" and "new" referred to the instruments as well as to the 
ensembles and that the group shown in the drawing is similar to the "Old 
Sackbuts" at court.
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The correspondence of Jorg Neuschel indicates that Henry VIII may have 
bought a set of German trombones at some time before November 1545; there 
does not seem to be a record of this transaction in the surviving English 
documents. The long-lasting correspondence between Neuschel, Duke Albrecht 
of Prussia and various Prussian court officials concerns the Duke's 
attempts to commission high quality instruments from the Nuremberg maker at 
bargain rates. In the present letter, Neuschel has explained that the 
Duke's commission for a Quarthusone is impossible to execute and he goes on 
to say:
... Aber das will ich thun E.F.G. zu Eren machen 5 grosse busonen, die
zu samen seyn (stimmen), das eyne Myttelbusone, da man sunst auffs
bassyrt ein discant ist machen, umb 89 f1. reinisch, da mir der
Churfurst am Reyn und herzog Ottheinrich Lantgraff, der Kunig von
Pollen, kunig von Engelland allwege eyn itzlicher 100 Daller darfur 
4
geben hat .
[... But I will do this to honour your Highness, 5 large trombones, 
which will be in tune with each other, one of them a middle trombone 
to act as a descant which can otherwise be used as a bass, for about 
89 f1. rhenish; the Elector of the Rhineland, Duke Ottheinrich the 
Landgraf, the King of Poland and the King of England have all given 
100 thalers for such (instruments).]
These instruments may have been bought for the "New Sackbuts".
An earlier letter in the correspondence suggests that Neuschel may have 
distinguished between trombones which were intended to be played with 
singers, perhaps in church, and some other sort, probably those which were 
to be played with other instruments. Neuschel informed the Duke that he 
had some instruments in stock from Leon (Lyons?) and Venice, including:
... Eyn silberne Pussonen mit 4 Zugen, gehort zu dem gesang und
5
Instrumenten wie hernach folgent...
[ . . . A  silver trombone with four slides, meant for singing and the 
following instruments ...]
The final phrase is probably the introduction to a list of other
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instruments including flutes, shawms and a lute although it may indicate 
that the trombone could be played with all of them as well. In modern 
German usage Zugen means slides; the instrument may have had a normal 
trombone slide with each leg of the inner and outer slides identified, 
perhaps to distinguish the trombone from a slide trumpet. It may have been 
equipped with a doubled slide consisting of four parallel lengths of tubing 
joined by bows so as to take up the same space as the simple slide while 
providing twice the length. The Zugen may even be tuning slides which 
might have been used to adapt the trombone so that it could play 
comfortably at a variety of pitch standards without losing the landmark 
provided by the closed position.
Something of the construction of the early sixteenth century sackbut may, 
pehaps, be deduced from a consideration of surviving later instruments 
since the techniques involved almost certainly formed a fairly constant 
tradition. The main part of the instrument has to be made of cylindrical 
tubing in order to accommodate the slide mechanism; drawn tubing with a 
butt joint was normally used. The bell section usually has a feathered 
joint and the bell itself is formed by beating. This process can leave the 
metal of the bell thin and fragile and the mouth of the bell is normally 
reinforced by a metal garland which can also serve as a decorative feature. 
The bell usually assumes a conical or funnel-shaped profile. One sackbut 
by Bauer of Nuremberg,^ dated 1608, has a bell in which the metal has been 
beaten out almost to the thickness of a foil while the walls of the 
cylindrical tubing are quite thick. Although this instrument was made 
considerably later than the period under discussion here, it may represent 
an earlier tonal ideal. Such very light construction renders the 
instrument liable to accidental damage and this could explain the lack of 
other similar examples.
Sackbuts at the time of Henry VIII, then, probably had fairly thick walls 
in the cylindrical sections with a lighter, conical bell. This type of 
construction will have inhibited the production of upper partials and the 
sound was almost certainly smaller and darker than that of the modern 
trombone. Mersenne^ and other authorities emphasize the fact that the
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sackbutter should not blow strongly in emulation of the trumpet; while this 
restriction doubtless affected the tone of the instrument it may have 
originated in a desire to maintain the trumpet's privileged status rather 
than in an aesthetic judgement of the tone colour. It may also reflect the 
playing characteristics of the sackbut.
Notes
1. G. KIPLING: Henry VII and the Origins of Tudor Patronage
in Patronage in the Renaissance (ed FITCH LYTLE & ORGEL) 
Princeton University Press, 1981.
2. F.W. GALPIN: The Sackbut its Evolution and History
in Proc.M.A. 33, 1907.
3. G.B. LANE: The Trombone in the Middle Ages and the Renaissance
Indiana University Press, Bloomington, 1982.
4. Briefe von Jorg Neuschel in Nürnberg
in Monatsheft fur Musikgeschichte, Vol IX no. 7, 1877.
Letter XII, 1 November 1545.
5. As at 4 above.
Letter II, 15 October 1540 (recte 1541).
6. Rosenbaum Collection.
7. M. MERSENNE: Harmonie Universelle III Liure Cinquiesme des Instrumens
a Vent, Proposition XXI.
Paris 1636, reprint CNRS, Paris 1965.
184
;C ^ t i ' V  t.r»in|Tftr^
Illustration 11: Trumpets
The return from the joust, "Le Son des Trompettes a 
Ihostel.
Photograph: College of A r m s , London.
Westminster Great Tournament Roll, 1511.
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VIb iii Trumpet
Of all the instruments which were in use in England in the early sixteenth 
century, the trumpet is the one which is most frequently mentioned in 
contemporary documents. In spite of all this evidence to show when and by 
whom the trumpet was played (see below Vic iii The use of the trumpet) 
there is very little information about the instrument itself. No examples 
are listed in the inventory.
The records of the Goldsmiths' Company contain some details of four silver 
trumpets and four clarions which had been made in 1420 and were still in 
existence in 1510 and perhaps even as late as 1546.* (For a discussion of 
the evidence concerning the clarion see below VIb iv Clarion). The 
trumpets were made to replace older instruments and it may be just 
coincidence that trumpets which have been bent into tight curves to assume 
a folded or S-shaped form first appear in European illustrative sources in 
the late fourteenth and early fifteenth centuries. This may reflect 
changes in metal-working techniques.
The trumpets were made in seven sections, each of which was identified by a 
letter of the alphabet; this seems to suggest that some of the sections 
might be easily confused. A seven-part construction is compatible with the 
structure of later instruments if the bell yard and the bell were made as 
separate components; thus the sections might consist of: mouthpiece, 
mouthpipe, front bow, lower yard, back bow, upper yard and bell. This is, 
however, mere speculation as the records themselves do not tell us any more 
than the number of the pieces. There were also a number of langetts, which 
may have been tuning pieces, and sixteen pommels, presumably apple shaped 
components which might serve both as decorations and as a means of 
protecting the joints. If the pommels were intended to be distributed 
evenly between the four trumpets, this might imply that the trumpets were 
straight rather than folded.
The records of 1420 suggest that each of the trumpets weighed 40.75 oz troy 
which makes them a little heavier than silver trumpets of the late
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seventeenth century. The Goldsmiths1 trumpets may have been a little
larger or made of thicker metal than the later instruments. The trumpets
2
by Bull which Halfpenny described sound in nominal D and are about a 
semi-tone lower than modern pitch.
The scene showing the return from the j oust in the Westminster Tournament 
Roll of 1511 (Illustration 11) includes six mounted trumpeters. The 
instruments may not be very accurately represented but they may give some 
indication of the form of the instrument at the time. The player on the 
right-hand end of the second row (player1s right) appears to have a tightly 
curved, S-shaped trumpet; the other five seem to be playing folded 
instruments.
The folded trumpets do not follow the proportions of the baroque trumpet 
but seem to be closer in shape to the Felttrumet illustrated by Virdung.
The back bows are well short of the mouthpiece while the bells extend 
beyond the front bows. The bells themselves are funnel-shaped and there 
are no signs of any decorative mounts. The banner seems to be attached to 
the mouthpipe and bell of each of the trumpets, this, however, may be an 
artistic convention.
All the players are shown with their cheeks puffed out and, while this may 
be a stylised representation of the act of blowing, it may demonstrate an 
aspect of contemporary playing technique. Puffed out cheeks suggest, but 
do not conclusively prove, that the player is adopting a relaxed embouchure 
and is only using the lower part of the harmonic series.
If, as the evidence which we have discussed suggests, the early sixteenth 
century trumpet was made of fairly thick metal and had a funnel-shaped 
bell, these two features will have combined to inhibit the production of 
upper partials. The sound produced by such instruments would be darker 
than that of modern brass instruments.
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VIb iv Clarion
The clarion may prove to be a chimera but the evidence which will be 
discussed here at least proves that the name, and possibly also the
instrument itself, was known in sixteenth century England. The instrument
is not mentioned in any of the official records, including the inventory, 
and no players are identified.
The records of the Goldsmiths' Company state that the company owned four
trumpets and four clarions which had been made in 1420. The instruments 
were still in the company's possession in 1510 and they may have survived 
until 1546.1 The clarions were each made up of eight pieces which were 
identified by letters of the alphabet; the component parts may have been 
readily confused. Each of the instruments weighed 28.25 oz troy while the 
trumpets each weighed 40.75 oz troy. No further details are given in the 
records.
The clarion is mentioned in the Leckingfield Proverbs which date from about
1500. In the verse, the player is advised not to blow too hard but there
are no indications of the form and structure of the instrument:
Immoderate wyndes in a clarion causithe it for to rage
Soft wynde and moderate makithe the sounde to asswage.
Therefore he whiche in that instrumente wold have sweete
2
modulacion. Bustius wyndes leue and vse moderacion.
This practical piece of advice may warn against playing too loud or too
high on the clarion. The Leckingfield Proverbs do not seem to be concerned
with obscure or archaic instruments.
Hall's description of the meeting of Henry VIII and Francois I at the Field 
of Cloth of Gold in 1520 includes the following passage:
Then up blewe the Trumpettes, Sagbuttes, Clarions and all other
3
Minstrelles on bothe sides ....
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This is probably not a realistic description of the music at the meeting 
but more of an attempt to convey the richness and splendour of the 
occasion. Hall was not, however, given to archaisms.
In 1529, Horman published a translation of Vegetius which included the 
following statement:
A Trompette is straight, but a Clarion is wounde in an out with a 
hope.^
This is, however, an interpretation of the Latin word Buccina and the 
author's primary concern was with the clarification of Roman practice and
not with a discussion of contemporary instruments.
These pieces of evidence taken together suggest that the clarion was a wind 
instrument which had much in common with the trumpet but was considerably 
lighter. It could be made of silver and might be associated with 
prestigious occasions. It sounded best played with "moderate winds", 
either low or quietly.
5
Baines has suggested that early fifteenth century illustrations of a 
short, straight trumpet may show the clarion and we should recall that the 
Goldsmiths' Company instruments were made in 1420. Two illustrations from 
the reign of Henry VIII show short, straight trumpets in use.
The miniature at the opening of Psalm 80 Exultate Deo adiutori nostro in
the King's psalter (Illustration 12) shows such an instrument to illustrate 
the words canite tuba [blow up the trumpet]. The scene is not an attempt 
to depict contemporary practice; the instruments were chosen for their 
relevance to the text but we may suppose that their forms are represented 
in a fairly realistic way.
The drawing of wind-players on a balcony of about 1540 (Illustration 10) 
shows what appears to be a more realistic representation of this 
instrument. One of the players in the foreground is blowing a short, 
straight brass instrument with a wide and markedly conical bore. If the 
player is assumed to be about 5ft 6in tall then the instrument would seem
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to be just under 4ft long. We have already seen (see above VIb iii 
Trumpet) that the trumpets of the Goldsmiths' Company may have been 
comparable in length to the Baroque D trumpet; the shorter instrument, 
then, seems to have been about half as long as the trumpet.
The records of the Goldsmiths' Company indicate that the trumpets each 
weighed 40.75 oz troy while the clarions each weighed 28.25 oz troy. The 
construction of the conical instrument would almost certainly result in the 
walls being rather thicker than those of the trumpet. Bearing this in 
mind, and making allowances for mouthpieces and decorative elements, 
calculations based on the weights of surviving Baroque trumpets suggest 
that these clarions could have been about half the length of the trumpets.^ 
The recorded weight of the Goldsmiths' company clarions is not incompatible 
with what might be expected of an instrument such as the one shown in the 
drawing although it is hard to see how such an instrument might be composed 
of eight easily confused parts.
The short, wide, conical brass instrument shown in the drawing of 1540 may, 
then, represent the clarion as recorded in the Goldsmiths' Company 
documents. The drawing itself tells us a little more about the instrument. 
Here again the player is shown with puffed out cheeks; this suggests that 
he is using a relaxed embouchure which would enable him to play only the 
lower notes of the harmonic series. The conformation of the instrument, 
too, would assist the production of low notes and, in spite of being 
shorter than the normal trumpet, it might provide a bass over which 
fanfares could be played. If the drawing does show a clarion, then high 
notes and "bustious winds" might produce a very unpleasant sound indeed as 
the Leckingfield Proverbs warn us.
The "clarion" is shown with a banner, although the drawing does not 
indicate whether a coat of arms or some other device was intended in the 
final version this does imply some kind of official status. The trumpeters 
at court were divided into two distinct groups (see below Vic iii The use 
of the trumpet), one paid the relatively high wage of 16d a day, the other, 
smaller group received half that amount. Newly appointed trumpeters
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belonged to the lower-paid group and were promoted in pairs when a vacancy 
arose. While a state trumpet would not be at all suitable for the sort of 
music shown in the drawing it may have been felt that one of the half-pay 
trumpeters might take part without compromising his dignity. The player is 
shown bare-headed and this, too, may indicate inferior status. There is, 
however, no information which can confirm or destroy this line of 
speculation.
Notes
1. M. BYRNE: Instruments for the Goldsmiths* Company
in GSJ XXIV, 1971.
2. Quoted in F.M.C. COOPER: Leckingfield Proverbs
in Musical Times, June 1972.
3. Hall's Chronicle, 7 June 12 Hen VIII.
A. Quoted in P.A.T. BATE: The Trumpet and Trombone
Benn, London, 2nd edn, 1978.
5. A. BAINES: Brass Instruments, their History and Development
Faber, London, reprint 1978.
6. Correspondence: Mr. M.T. Wright, Assistant Keeper, Department of Civil
& Mechanical Engineering, the Science Museum, London.
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VIb V Horn
A total of thirty-one horns can be identified in the inventory; a further, 
somewhat ambiguous, entry will also be discussed. Some of the entries are 
found among lists of miscellaneous objects while others are grouped with 
hunting accessories and sports equipment; it is plain that horns were not 
really regarded as musical instruments in spite of their sound-producing 
function. The relevant entries, or in two cases extracts, are as follows: 
i) Itm a horne of Jverey
ia) Itm an horne glasse
ii) ... A horne/garneshed w*" silver gilte.
iii) ... ij h o m e s  ...
iv) Itm ij small h o m e s  garnesshed and flued w t silver/gilt
t t
thone w  a Bawdrike of blacke Vellat w  buckells/and
studdes of Sylver gilt.
v) Itm an Antique horne garnished w*" siluer guilte w t A/
Bawdrike likewise garnished.
vi) Itm ij h o m e s  copper guilte enamelid grene and Redde.
vii) Item a Horne of Brasse garnisshed with nedle worke/with
a Bawdrike of Stole woorke.
viii) Item a horne of Saincte Cornells couerid w t grene vellut.
ix) Item A horne garnisshed with Silver with a grene/Coursse
sett with Bullions of Silver.
x) Item A litle white horne garnisshed w*" golde the/Bawdrik
of blacke Corssey the saide Bawdrik tied together/w a
buckle of golde and at euerie ende the Corsse a Tape/of 
t
golde w a paire of couples of SiIke and golde. 
xi) Item a horne couerid w*" grene satten garnisshed with/
Silver the Bawdericke of grene siIke and Venice golde. 
xii) Item one blacke horne garnisshed with silver and guilte/with
a Bawdricke of redde Corssey. 
xiii) Item three white h o m e s  garnisshed with Silver/their
Bawdrikes of Silke. 
xiv) Item one white horne flewed w*" Silver and guilte.
xv) Item a greate blacke base horne flewed w*" silver.
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xv i) 
xvii)
Item a horne of brasse guilte.
Item a lit le white horne graven w*" antique wourkes/
garnisshed w  silver and guilte with a bawdrick of
grene/vellut w*" buckle & studdes of silver & gilte & a
ü
Coller of Stole/worke w  turret buckle & pendannt 
silver and guilte.
Item iij blacke bornes garnisshed w*" Silver and 
guilte/twoo havinge Cheines of Silver guilte.
Item one white horne garnisshed with silver guilte/ 
with a Cheine of Silver guilte.
xviii)
xix)
xx) Blowyng Hornes ... v.
Only two entries in the whole of the inventory specify the use to which the 
horns in question were intended to be put. One (xx) identifies them as 
blowing horns while the other definitely refers to powder horns:
Itm iij h o m e s  to put in gonpowder one of them 
£
garneshed/w Silver gilte.
The powder horns were stored in the King's secret study at Westminster 
(f 118 r). One other entry (xv) implies that the horn was meant for 
blowing since the fact that it played bass is mentioned. The practice of 
providing a blowing horn with a stopper so that it could be used as a 
drinking vessel was not unknown in earlier years but stoppers are not 
mentioned in the inventory. In the absence of other indications all the 
horns will be considered as musical instruments.
The main group of entries relating to horns (vii - xix) is to be found 
among the lists of items held by the guarderobe of the robes; the list of 
horns follows the purses and bags and comes before the lures, which were 
used in hawking. Several of the horns referred to in this section can also 
be identified in the list of horns held by the royal wardrobe in 15382 .
The earlier list consists of one brass horn (vii), a horn garnished with 
silver with a corse full of bullions of silver (ix), sixteen white horns of 
which one was garnished with gold (x) and five with silver, three black 
horns (perhaps xviii), one horn of St. Cornells covered with green velvet 
(viii), one white horn covered with green satin-(xi), one white horn flewed 
with silver and gilt (xiv) and one white horn graven with antique work
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(xvii).
Natural horn can be obtained in a number of colours including white, black 
and honey-colour and there is no reason to suppose that some of the horns 
described in the inventory were not made from this material. The Earl of 
Ormond's will, however, which is dated 31 July 1515, indicates that white 
horns might be made of ivory:
... lytle white HORNE of ivory, garnished at both thendes 
with gold, and a corse thereunto of whyte silke, barred 
with barres of gold and a tyret of gold thereupon.3 
One of the horns in the inventory (i) is specifically described as being 
made of ivory while the antique horn (v) may have been that type of carved 
ivory horn which is known as an oliphant. Yet another example (xvii) may 
have been made of carved ivory although it is not impossible to engrave 
designs on horn in the style of scrimshaw. Some of the horns were made of 
metal, either copper or brass (vi, vii, xvi), but the inventory gives no 
indication of the shape which these examples assumed. One of the brass 
horns (vii) was decorated with needle work while two others (viii, xi) were 
covered with fabric and may have been made from some material other than 
horn, ivory or metal, perhaps of wood.
Many of the horns were equipped with embroidered and decorated baldrics, 
straps by which the horn could be slung over the wearer's shoulder. Three 
examples (two at xviii, xix) were fitted with metal chains. Two more had a 
corsse (ix, x) which in this context probably indicates a belt which was 
worn around the waist. One horn (xvii) seems to have had a matching dog 
collar.
The majority of the horns had precious metal mounts of silver, silver-gilt 
and in one case gold. If the horn was to be slung from a baldric, chain or 
corsse, the mounts must have included suspension loops. Metal mounts would 
have protected the horns from accidental damage and prevented splitting as 
well as serving as decoration. Four examples (two at iv, one each at xiv 
and xv) are described as "flewed" with silver or silver gilt; the Oxford 
English Dictionary defines "flewed" as meaning "tipped" when used in the
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context of the horn. No mention is made of the mouthpieces of the horns
but perhaps those which were flewed were provided with metal mouthpieces
while those of the others might have been formed from the material of the 
horn. The decoration described as "garnish", therefore, presumably 
consisted of such items as loops for suspension, protective mounts around 
the flared end and decorative bands around the body of the horn.
The standard of workmanship involved in preparing and mounting a horn 
naturally varied from the utilitarian to the lavish. The horns which were 
provided for the nightwatchmen who patrolled the building site during the 
construction of Westminster Palace (see below Vic iv The use of the horn) 
were probably the simplest available and cost 22d each. At the other end 
of the scale, the King paid Cornelius Hayes, one of the court goldsmiths, 
an average of 6s 8d each for decorating eight horns :
29 Dec 1531 Item the xxix day paied for viij
h o m e s  whiche Cornelys trymned for the king68
4
grace. xxxs
Some six years earlier the Marquis of Exeter had paid for two rather more 
modest horns :
for a horn garnished with silk and ribbons 5s 4d
5
A horn for my Lord 5s
In the first months of 1535 John Hussee saw to the preparation of two horns
on behalf of Lord Lisle. His letters from London reveal a little more
about the processes involved; the horns seem to have been acquired 
independently and were entrusted to a horner who would make them play and 
probably fit them with basic mounts :
13 Jan 1535 ... I have received ij. horns. I would know
what your pleasure is shall be done with them ...
6 Feb 1535 ... The horns be a ’making, but I cannot tell yet
how they will prove ...
17 Feb 1535 ... I do send your Lordship the horns by
Fisher [the courier, not the horner]. The one is a very
good horn, the other is not so good. I paid for the
making of them iiij8 . ^
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It is not clear whether Hussee paid an agreed rate for the standard to 
which the horns were prepared or if the final price reflected the quality 
of the finished instruments.
One entry (xv) describes a large black horn which played in the bass 
register. It was probably a large and impressive instrument with a 
distinctive deep sound. The description should not be taken as implying 
that horns played music in parts at this date as French huntsmen were known 
to do in the next century.
The Saint Cornells horn (viii) was probably of a characteristic crooked, or 
possibly coiled, form; a Latin-English dictionary of about 1588 gives the 
following definition:
Lituus, tui m.g. A crooked staffe that the Augures 
used ...; a h o m e ,  a writhen or crooked trumpet like 
a corneilus h o m e ;  also a crosiers staffe or a Bishops 
staff. T
This horn was covered in green velvet and the material from which it was 
made is not specified; the shape it assumed, therefore, need not have been 
closely related to the form of a natural horn.
One entry (ia) is somewhat ambiguous; it may refer to a horn made of glass 
similar to those which were made as novelties in the nineteenth century.
On the other hand, it may describe a looking glass in which the reflecting 
surface was protected by a thin sheet of horn. It should be recalled that 
a "steel glass" was included among the decorations of one of the double 
regals at Westminster (see above lib iv Regals entry iv).
Notes
1. BL Ms Harl 1419 i, ia: Greenwich, In the Closet over the Waterstewe
f 59 r
ii: Westm, In the secreate Jewelhowse f 111 r
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iii, iv: Westm. Remayneng in the Kynges secrete
studie called the Chaierhouse ff 117 r , 117v 
v, vi: Westm. In the lytle Study nexte the Kynges
olde Bedde Chambre ff 155 v, 156 v
vii - xix: The Guarderobe of the Robes, Hornes f 408 v
xx: Create Warderobe f 419 r
2. L & F XIII ii 1191 Royal Wardrobe horns 1538
3. Quoted by T. ASTLE, Extract from the Will of Thomas Earl of Ormond in
Archaeologia III 1775
4. Privy Purse Expenses Henry VIII
5. L & P IVi 1792: Marquis of Exeter's Expenses, 30 Nov 1525
6. Lisle Letters II, 377, 398, 403
7. Thomas Thomas: Dictionarium ... in K. T. MEYER: The Crumhorn U.M.I.
Research Press Ann Arbor, 1983
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Vic 1 The Use of the Cornett
There are very few references to the cornett in use during the reign of 
Henry VIII and, as we shall see, the evidence suggests that this instrument 
was primarily used in a liturgical context. No players of the cornett are 
identified in the official records of the court.
In 1532 two sackbutters and two cornetters were among the officers 
appointed for Canterbury Cathedral. A rather later source indicates that 
it was their duty
to support the melody on feast days and their vigils.2 
This statement may suggest that the cornett and sackbut ensemble 
accompanied the voices in polyphony, on the other hand, it is possible that 
they served to ornament the chant on feast days.
The French royal chapel seems to have sung with sackbuts and cornetts as 
early as 1527 when Cardinal Wolsey attended Mass in Amiens Cathedral with 
Francois I on Assumption Day (15 August):
... the King resorted unto the church and was conveyed into 
a rich traverse at the high altar's end; and directly against 
him on the other side of the altar sat my Lord Cardinal in 
another rich traverse three gresses higher than the King’s. And at 
the altar before them both a bishop sang high Mass and at the 
fraction of the host the same bishop divided the sacrament 
between the King and the Cardinal for the performance of the 
peace concluded between them; which Mass was sung 
solemnly by the King's chapel, having among them cornets 
and sackbuts. And after Mass was done the trumpeters blew 
in the rood loft until the King was passed inward to his 
lodging out of the church ...3 
This was clearly a very special occasion, not only was it a major feast but 
it was the symbolic conclusion of a peace treaty.
There is little evidence that the cornett was played in a secular context 
although, as we have seen (see above VIb i Cornett), the cornett, or
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possibly the mute cornett, may have been known as the 'gltteron pipe'. It 
is not clear whether this term refers to the tone-colour of the instrument 
or whether it indicated that these two instruments were regularly played 
together.
One Italian source of 1513 says that the King played on the flauto de 
cythara, the lira de' flauti and the corno.^ The identity of these three 
insstruments is obscure although the first may be the gitteron pipe and the 
third the cornett. In general, however, amateur performers do not seem to 
have played on instruments which employed a brass-style embouchure (see 
below V U I b  ii Amateur Musicians).
Notes
1. Quoted in F.W. GALPIN: Old English Instruments of Music,
Methuen, London 4th edn. (rev. DART) 1972
2. WOODRUFF & DANKS; Memorials of Canterbury Cathedral, 1912
quoted in J. STEVENS: Music and Poetry in the
Early Tudor Court, Methuen, London, 1961
3. W. CAVENDISH: Life and Death of Cardinal Wolsey
(ed SYLVESTER and HARDING) Yale University Press, 1961
4. L & P Venice II, 328; 7 October 1513.
quoted in J. STEVENS as at 2 above.
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Vic ii The Use of the Sackbut
Sackbuts and shawms had belonged to the establishment of Henry VII and 
seemed to play in a group of four or five although the surviving records do 
not indicate the exact composition of the band. Four players, Johannes [de 
Peler?], Guy11am Barrow, Edward John and Alexander Massu were issued with 
mourning liveries for the funeral of Henry VII and with normal liveries for 
the coronation of Henry VIII in 1509. Hans Nagel, who had received 
mourning livery for the funeral of Elizabeth of York in 1503/4 had returned
i
to the continent but was still in contact with the English court" In 1515 
and 1516 he and Alamire were acting as agents for the English and reporting 
on the activities of Richard de la Pole.
Two sackbuts were paid £4 in wages in April 15092 and at New Year, 1519, a 
reward of 50s was given to the "shakbutts";3 the number of players is not 
specified but a sum of 10s each would not have been exceptional, implying 
that the group had five members by this time.
The records of the rewards given to members of the household on New Year's 
day 1528/29 distinguish between two groups, the "King's old sackbuts" and 
the "five new sackbuts".^ The records do not indicate what the 
characteristics which distinguished the old and new sackbuts may have been. 
The most obvious answer to this problem seems to be that the old sackbuts 
comprised the same sort of group as the sackbuts and shawms of the previous 
reign; that they were, in effect, continuing the long-familiar tradition of 
haut music. The new continental fashion, however, was for homogenous 
choirs of similar instruments playing at different pitches and the new 
sackbuts probably represented this style of music-making. It is just 
possible (see above VIb ii Sackbut) that there were different types of 
instruments involved as well.
There was no move to amalgamate the two groups of sackbuts and the lists of 
payments reveal that rewards were given to the two separate sackbut 
ensembles at New Year until January 1540/41."* In subsequent years, 
although no mention is made of the "old sackbuts" New Year Rewards were
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still paid to the "new sackbuts" who seem to have retained this title.
Thus, the two groups served side by side for at least eleven years.
Appointments at court were generally held for life (see below VIlib i 
Professional Musicians) and it is possible that the long overlap between 
the old and new sackbuts resulted from the operation of a system of 
"natural wastage"; old-style sackbutters may not have been appointed to 
replace those who died or retired. On the other hand, a set of sackbuts 
and shawms was bought from the King's personal funds on 4 November 1530 
(see above Vb iv Shawm) and this suggests that the sackbut and shawm 
ensemble was still popular even after the arrival of the new sackbuts.
The records of the Privy Purse Expenses may show a change in the personnel 
of the new sackbuts in Autumn 1531 :
30 September 1531 Itm the same daye paied by the king68
r
cammaunde to Marke Antony, Loyes de Jeronom, pylgrym
GIT 14
Maiohu, Jasp de Jeronimo, John de Jeronimo vij xvijs vjd.
8 November 1531 Itm the viij daye paied to Barba John and
GS
peter maria shakbutt at ther departing into ther 
contreys xx1*
Itm the same daye [8 Nov 1531] paied to an other of the 
sagbutt68 at his lyke d e puting xiijs iiijd
9 November 1531 Itm the same daye paied to Antony the 
Sagbut for his cost68 going to Southampton w*" the newe 
sagbutt68 liij s iij d 6
Pylgrym Maiohu [also known as Peregrine Symond] had been granted denization 
7
in August 1530 which implies that he had already been working in England 
for some time and had decided to make it his home. The grant states that 
he was born in Padua. The Mark Anthony named in this extract is almost 
certainly Mark Anthony Petala, a Venetian sackbutter who can be identified 
in the wages returns between February 1538 and September 1544; he was also 
granted mourning livery for the funeral of Henry VIII in February 1547.1 
He and Peregrine Symond seem to have been particularly associated in the 
wages returns and when Peregrine died, probably in early April 1542, the
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income of a manor which had been granted to him after his denization in
7 8
August 1530 was transferred to Mark Antony.
9
Lasocki has identified Loyes, Jasper and John de Jeronimo as the three
eldest members of the Bassani family who were permanently appointed at
court, probably as recorder players, in 1540 (see above Vc i The use of the
recorder). Cromwell’s memoranda indicate that four members of the Jeronimo
family, Lewes, Antony, Jasper and John, had perhaps spent some time in
10
Calais although the document does not specify dates or business.
Cromwell’s memoranda for 1534 mention bills to be signed for "Lewes de
11
Jaronyny and others the King’s sagabottes."
In 1540, the Household Ordinances identify six sackbutters who were to be
paid boardwages of 4d a day; boardwages represent an allowance which was
paid for regular attendance at court rather than implying that the
recipients were residents. The six sackbutters were Nicholas Vorcifall,
Antony Mary, Peregrine Symond, Mark Anthony Petala, Antony Symon and
Nicholas Andrew. They have been listed in this order because it probably
represents the order of seniority among the members. Nicholas Vorcifall
13
was paid 55s 6d a month between February 1538 and his death in September
1540.^  Antony Mary was paid 16d a day from March 1 5 3 9 ^  onwards.
Peregrine Symond and Mark Anthony Petala were both paid 40s a month,
slightly less than Anthony Mary. Antony Symon and Nicholas Andrew were
probably the most junior members of the group; they were paid 8d a day from 
13
February 1538 until Nicholas Vorcifall's death, when their pay was
14
increased to 16d a day. The four sackbutters who were issued with 
mourning livery for the funeral of Henry VIII were Mark Anthony Petala, 
Nicholas Dandre [Andrew], Anthony Syma [Symon] and Anthony Mary. These men 
presumably consituted the "New Sackbuts" from at least 1538 onwards.
Other named sackbutters are known to have been employed at court but it is 
not possible to deduce the membership of the group of "Old sackbuts".
Peter de la Planche is identified as a minstrel or sackbutter between
4 13
April 1531 and his death in March 1538; he was paid 16d a day. John
Bolenger can be identified as a sackbutter although he only appears as the
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recipient of two rewards in 1530 and 1531;^ on the earlier occasion he was 
associated with Peter taberet and they may have played together.
The sackbut could be combined with the cornett for religious music (see 
above Vic i The use of the cornett) or with the shawm for loud secular 
music (see above Vc v The use of the Shawm) it may also have been played in 
an exclusively brass ensemble. One reference indicates that it may also 
have had a military role as well; the naval accounts record the following 
payment to Christopher Coo in January 1524:
9 months wages of 3 trumpets and one sackbut £20.6.8d. ^
Sackbutters do not seem to have been extensively employed in other great
households although a group does seem to have formed a part of the Seymour 
17
establishment. Lesser grandees may have made do with hiring the local 
band of waits or, if they were in a position to do so, hiring the royal 
sackbuts as Master Page seems to have done in 1537 :
1 June 1537 Itm geuen to the king[es] Sacbutt[es] playing at 
M r pag[es] my lad[ies] grace being there xx s ^
Notes
1. B.C. DE LAFONTAINE: The King's Musick
London 1909
2. L & P II ii: the King's Book of Payments
3. L & P III ii: the King's Book of Payments
4. L & P V : Chamber Payments
5. L & P XVI, 1489
6. Privy Purse Expenses, Henry VIII
7. L & P IV iii, 6600
8. L & P XVII, 362
9. D. LASOCKI: Professional Recorder Playing in England 1500-1740
i 1500-1640 in Early Music Vol 10, 1, January 1982
10. L & P VI, 299: Documents belonging to Cromwell: bills from Calais,
since A° 24, (April 1532), 1533.
11. L & P VII, 923: Cromwell's Remembrances
12. L & P XVI, 394: Household Ordinances 1540
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Vic III The Use of the Trumpet
Even a cursory glance at the surviving documents from the court of Henry 
VIII reveals that trumpeters were set apart from the minstrels and other 
musicians of the household. They appear as a separate item in the lists of 
payments and whenever any of the individual trumpeters is named he is 
always identified as a trumpeter and never as a minstrel. This distinction 
seems to reflect the status of the trumpet; the evidence which will be 
presented here suggests that trumpeters carried out distinctive duties, 
were regarded as symbols of majesty and were sometimes protected by the 
same privileges as the heralds.
Fifteen trumpeters were issued with livery for the coronation of Henry VIII
in 1509; the records for his father’s funeral reveal that this group was
made up of nine trumpeters from the King’s household and six from the
Prince's establishment, the Prince being Henry VIII himself.* In December
1512, Peter de Casa Nova was paid £12 for providing banners for twelve
trumpets;2 he is named as the marshal of the trumpets and this payment
implies that there were twelve trumpeters at the time. Fifteen trumpeters
had been present at the jousts in Westminster in February 1511 to celebrate
the birth of the King’s son; extra players may have been brought in
specially for the occasion perhaps to ensure that the baby prince had his
full allowance of trumpeters. By 15193 the number had risen to fourteen;
the records for the last ten years of the reign show a group of trumpeters
/
of about sixteen and this number was also recorded in 1528 when the group 
was divided into twelve trumpeters on 16d a day and four others on half 
pay. Breaks in the records make it impossible to tell when this became the 
standard number. This does not seem to have been a particularly 
ostentatious display by the standards of the time; in the royal celebration 
of Saint John’s day in Saragosa in 1518
the King with the company mentioned in the enclosed bill, 
dressed in cloth of gold a la Moresca, rode in the field 
with 30 trumpets and 12 atabals about 6 in the 
morning.
206
The pay of the trumpeters seems to have remained constant throughout the 
thirty-eight years of the reign. The standard rate of pay was 16d a day 
and certainly from around 1538, and probably from 1529 or even earlier, 
there was a small sub-group of trumpeters who were paid 8d a day. Only a 
very few musicians at court were paid more than 16d a day and this is one 
of the highest rates of pay for employees who were below the rank of 
gentlemen. From 1538 onwards, when records are more complete, we shall see 
that a trumpeter first came to court as a result of patronage and was 
employed at the lower rate of pay, then, when one of the older and more 
experienced trumpeters died or retired, he would be raised to the higher 
rate of pay as one of a pair of promotions. A document of May 1546^ shows 
that the pay of William Newman was divided into equal portions and used to 
bring the pay of Richard Copley and Richard Lane up to 16d a day instead of 
8d a day. In the same month Stephen Medcalf and John Hall were both 
appointed to the position of trumpeters at 8d a day.^ We have already seen 
that Anthony Symon and Nicholas Andrew, the sackbutters, were promoted in 
this way on the death of Nicholas Vorcifall (see above Vic ii The use of 
the sackbut).
As in most departments of the royal household at the time, the trumpeters 
were not exclusively English. Benedict de Brune was the sergeant of the 
trumpeters in 1543 and the record of his denization states that he was a 
native of Pavia in the Emperor’s dominions while his colleague Peter Restam 
came from Bologna, also in the Imperial lands in Italy.^ It is always 
hazardous to reach conclusions simply on the basis of names but it would 
seem that Peter de Casa Nova, marshal of the trumpeters in 1512, James de 
la Noa, at court in 1514, John de Cicilia [Sicily] and possibly also John 
de Furnes, who both went with the delegation to the King of Aragon in 1511,
and Petrus Franciscus were of foreign origin. Peter de Casa Nova may have
spent some time as a minstrel in the previous reign but this does not seem
to have been a normal step in a trumpeter’s career.
There is a significant group of pairs of trumpeters with shared surnames 
and this suggests that there may have been something of a family tradition. 
William Newman's place was taken by two promotions in 1546 (see above)
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while in 1538 Thomas Newman and William Furnes were granted 16d a day as 
8
trumpeters. Other pairs include Edmund and John Fryer, Arthur and John 
Skarlet and possibly also Robert Copie and Richard Copley, John de Furnes, 
and William Furnes. In each case one member of the pair may be young 
enough to be the other’s son.
Trumpets played on state occasions, such as the signing of treaties and 
grand ceremonies. For example, when the religious ceremonies at the 
christening of Princess Elizabeth were over
... the trumpets blew, and the gifts were given, after
9
which wafers, comfits and hypocras were brought in ...
Their presence added dignity and majesty to the formal activities of the 
court; we know that Princess Mary needed trumpets to celebrate Christmas 
in the appropriate fashion (see above IIIc ii The use of the rebec ). When 
the King went to war in 1513 his personal retinue in the ’’Myddlewarde" 
included
... Peter de Brecia, luter, the King’s henxemen,
the King’s trumpeter, the King’s minstrels and players ...^
Here, incidentally, we see an example of the way in which trumpeters and 
other musicians were treated separately.
The trumpeters played an important part, visually and musically, at the 
formal jousts which were part of major celebrations. The jousts in 
February 1511 were a lavish spectacle in honour of the birth of a prince 
and the accounts record that fifteen trumpeters were involved on the two
I
days at a total cost of £26.13.4d. Their function was to introduce the
contestants, to give the signals at the start of a contest and to take part
in the formal procession. The Westminster Tournament Roll shows six 
mounted trumpeters sounding the signal to return from the joust 
(Illustration 11). Hall’s description of the joust at the Field of Cloth 
of Gold probably shows a typical scene :
The quene of Fraunce and the quene of England were in 
the places appointed for their honors. The fudges were on 
stages to marke with y6 kyng of Heraldes that was for
France name Roy Monloy, and for England kyng of armes
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Garter, to marke and write the dedes of noblemen; euery person 
took a naked sword in his hande, the trompettes blewe all 
waiting to ride and runne, the Frenche kyng and the king of 
England together entred, and their bendes, and reuereced the 
quenes, and rode about the place, and then toke the ende of 
the felde in their abode.
e
Now againe souned the trupettes, y Heraldes brought in the
11
bedes of divers noble and wel armed men on horses barded ...
Trumpeters could be heard at formal occasions indoors as well and their 
duties included playing to announce the entry of courses at a banquet. 
Here, Hall describes the banquet in Westminster Hall after the Coronation 
of Henry VIII:
After the whiche solempnitie, and Coronacion finished, the
lordes spirituall and temporall, did to hym homage, and
returned to Westminster Hall, with the Quenes grace, euery
one vnder the canabies, where, by the lorde Marshall, and his
tipped staues, was made rome, and euery lord, and other noble
men, accordyng to their tenures, before claimed and vewed, seen
and allowed by the lordes, and others of his graces cousaill,
entred such rome and office that daie, to execute their
seruices accordyngly. The kynges estate on the right hand,
and the Quenes on the left hand, the cobard of .ix. stages,
their noble personages beyng set: first, at the bryngyng in
12
of the first course the trumpettes blew vp.
They might also appear in pageants but only in an appropriate capacity, 
sounding fanfares or calls for mock jousting. The Christmas and New Year 
celebrations in 1523/24 included a pageant castle which was a centre for 
fights as well as for masking. On the second of January
... sir Frances Brian, and Frances Poyntz, enterprised to 
defende the Weste braie of the Castle, with Pike Target, and 
Sworde, poynt and edge abated, against sir George Cobham,
. *
George Herbert, Ihon Poyntz and William Kneuet, and when 
the! were all armed, the Trumpettes blewe, then toward the 
braie marched the foure gentlemen, with pikes and swordes.
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and cried harr, harr, ther was foynyng, lasshyng, and
13
strikyng, they within fought mightely
When a gentleman was to be ennobled or a nobleman was to be raised to a 
higher rank the recipient was allowed, or perhaps required, to hire the 
royal trumpeters to take part in the ceremony. When Henry Fitzroy, the 
King’s bastard son, was raised from the rank of Earl of Nottingham to 
become the Duke of Richmond in 1525, his expenses included rewards to the 
officers of arms and the trumpeters.^ The account of the creation of 
Baron Wriothesley in 1544 includes this description of the procession which 
led the new lord from the ceremony of his elevation in the chapel at 
Whitehall to the formal dinner which was also part of the ritual:
... He was then conducted to the great chamber before 
the Queen’s lodging ’in the utter court on the right 
side, there appointed for their dining place, preceded by 
the trumpets and the officers of arms.’ ^
It would be mistaken to imagine that the royal trumpeters were always at 
court attending formal functions and generally adding to the splendour of 
the occasion. Trumpeters could enjoy a status only a little lower than 
that of a herald and they could be sent out to join military campaigns in 
the company of one of the heralds or alone. In April 1543, Richmond herald 
and Petrus Franciscus, the trumpeter, were sent to join the Duke of 
Suffolk’s army on the Scottish border; the account states that this 
posting was for an initial period of two months. In March 1544 however, a 
relief trumpeter was sent to Hertford with a letter from the Privy Council 
... Young (Thomas) Newman, the bearer, is appointed 
to serve your Lordship in the place of a trumpeter, and is to 
be paid for his coat and conduct ....
P.S. As the trumpeter (Petrus Franciscus) who remained a
long time with the Duke of Suffolk is instructed in French
and necessary for his Grace’s journey into France, he is
17
to be sent hither on Newman's arrival.
Each of the major foreign garrisons had a least one trumpeter for military
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duties which included acting as a diplomat and intelligence officer. 
Benedict de Brune and Francis Knyffe were the trumpeters of Tournay in 
March 1515, so one of them was probably involved in quelling a riot there 
that year:
... shortly after they cried "Down with Sir Sampson!"
who was compelled to avoid the house. To satisfy him
the Lieutenant suffered a trumpeter to blow to cause him
18
to avoid the town
These duties were by no means ceremonial and the garrison trumpeters had to 
be observant, articulate and quick-witted. The two following extracts 
highlight the qualities which a good trumpeter was expected to display:
... One of my trumpets has just returned from the French
camp. He has spoken with Vendôme and Pont Remy... The
trumpet says Vendôme had but few words with him but Pont '
Remy asked him many questions ... it was well bragged of 
Pont Remy and not ill handled by the trumpet. He says 
the French have ... pieces of ordnance, of which four are
single curtoux ... culverins and the rest serpentines and
, , 19
falcons ...
Some twenty years later, Hertford commended the trumpeter of Calais:
... John Irishe, trumpeter of this town, is arrived from stables
and Hardylowe with intelligence ... commends him (as
approved by the Council here) for the room of one
Edwarde, one of the King’s ordinary trumpets, lately
deceased. He is not only a good trumpeter "but also
witty, and hath good language".^
The surviving records do not make it clear whether the request for an
appointment was successful but two trumpeters called John were given a
5
place in 1546; John Hall took up his position in May and John Graunge,
21
’late servant to my lord Deputy of Ireland’ was appointed in October, 
both were to be paid 8d a day. Be that as it may, John Irishe’s report did 
have concrete results as Lisle’s letter later reveals :
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... as intelligence by the trumpeter at Callaies and others
showed the fortification there to be past "the danger of
sudden attempts" it was concluded not to attempt Estaples
but take Somer and Daverne on the way homewards, as a
22
training for the soldiers ....
When they were engaged on missions of this nature, trumpeters were 
protected by the code of chivalry which accorded diplomatic privileges to 
the heralds and pursuivants, whose main function was to act as messengers 
between opposing armies or heads of state during hostilities. In many 
ways, the moral atmosphere of England under Henry VIII was still governed 
by mediaeval ideals and when one of the heralds was murdered by a Scottish 
raiding party late in the reign, it was regarded as a particularly barbaric 
act even though he was off duty at the time.
We have now seen that trumpeters were expected to carry out similar duties 
although they would probably not have been required to undertake very 
delicate negotiations. It has already been noted that Thomas Newman was 
paid for "his coat and conduct" when he travelled north in 1544, this is a 
typical form of expense and perhaps indicates that, under these 
circumstances, a trumpeter might be permitted to wear a coat of arms to 
show his status as an official messenger.
On a less exalted level, trumpeters were also required to make public
proclamations of an official nature; this could lead to trouble as the
following extract shows :
... There is a dispute between the French King and the
University of Paris. The scholars cut off the horse’s ears
of a trumpeter sent there by the King to make a proclamation,
and on his coming down from the place where he had
23
made the proclamation, they brake his trumpet 
French students were apparently not impressed by diplomatic privileges.
This aspect of the trumpeter’s duties probably arose because the instrument 
was a symbol of authority as well being clearly audible above the noise
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of a busy town. A dispatch from Lord Poynyngs in Boulogne demonstrates the 
carrying power of the sixteenth century trumpet:
... This morning an Albanoys gentleman, with a trumpeter, 
came to within a quarter mile of the town and sounded his 
trumpet. Sent to know what he was; and having answer that 
he came to offer his service and that of 14 horsemen whom he 
had left a mile behind, received and retained t h e m . ^
It was the penetrating sound of the trumpet which made it so useful in the
army; it could be used to give orders and sound alarms and, by use of
distinctive calls, it could identify a unit in an otherwise confused
battlefield. Berwick was subjected to a surprise attack by night in 1538:
... when the captain was risen from his bed, and
reported this, and thereupon the captain "bade give
25
warning and sound the trumpet".
In the war of 1513, the Earl of Shrewsbury was the captain of the vanguard
and his retinue is known to have consisted of
... captains and petty captains, foot soldiers, Lancaster
herald at arms, master and three other surgeons, 3 whifellers,
3 taboryners, 3 trumpets.
The naval expenses of the same war with Scotland record that trumpeters
were employed at 16d a day to a total cost of £24.8s. We have already
noted that Christopher Coo’s expenses incurred in raiding foreign shipping
in 1524 included payments to three trumpeters and a sackbut (see above VI c
ii The use of the sackbut) . There is some evidence to suggest that
trumpeters were normally carried on board naval ships. Richard Sleighton,
trumpeter, is included among the payroll of the Sweepstake recorded in 
27
1535; the original complement of the Mary Rose included five trumpeters.
Indeed, the trumpet was so much a part of military activity that it was 
regarded as foolhardy to attempt to raise an army without any. Thomas 
M y H e r ,  Lancaster herald of arms, was involved in the rebellion of the 
Northern Men in 1538 and part of the transcript of his interrogation reads 
... Smytherwicke asked him how the Northern Men
could be brought together, seeing they had but two 
flags and no trumpets, drumslades, tabors or other 
instruments. He answered ’it was marvel, but such
28
was God , implying that God had helped the rebels.
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Vic iv The Use of the Horn
The horn was very strongly linked with hunting and could be used as a 
symbol of hunting in jousts and pageants. In the joust to celebrate the 
coronation of Henry VIII the scholars of Pallas were challenged by the 
Knights of Diana, the goddess of the hunt, who entered in procession:
Then immédiatly on the other parte came in, the fore named 
eight knightes ready armed, their Basses and Bardes of their 
Horse, Grene Sattyn, embroudered with freshe deuises, of 
Bramble branches, of fine Golde curiously wroughte, poudred 
ouer all. And after theim a greate nombre of bornes blowen, 
by menne apparelled in Grene Clothe, with Cappes and Hosen 
of like suite, as Forsters or kepers, and a Pagente made like 
a Parke ....
A few years later, the court maying was accosted by Robin Hood; after the 
demonstration of archery by the King’s Guard which is described elsewhere 
(see above Vc viii The use of the whistle)
... Then Robyn hood desyred the kynge and quene to come 
into the grene wood, & to se how the outlawes lyue. The 
kyng demaunded of y 8 quene and her ladyes, if they durst 
adventure to go into the wood with so many outlawes. Then 
the quene sayde, that if it pleased him, she was content, then 
the h o m e s  blewe tyl they came to the wood vnder shoters hil, 
and there was an Arber ...2
Away from the world of courtly fantasy, the horn does seem to have been
used other than in the hunting field. When the Palace of Westminster was
being built, the night watchmen were issued with horns
To Robert Susion of London horner, for six blowing horns
of him bought, continually to remain within the said
manor for warning by them to be given at 11 times by
night for the safe custody of all such stuff as shall
remain within the said manor 22d each.3
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No horn players are identified in the surviving records and we must suppose 
that the huntsmen learned how to sound the horn as part of their training. 
Henry VII made one payment of 8s 4d to a horn player in 1498^ but that is 
an isolated example.
Notes
1. Hall's Chronicle, 25 June 1 Hen VIII, 1509
2. Hall's Chronicle, 1 May, 7 Hen VIII, 1515
3. L & P V 952: Building Westminster Palace, 20 April 1532
4. Privy Purse Expenses, Henry VII, 18 April 1498
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Vila Percussion Instruments: Introduction
The instruments to be discussed in this chapter include drums, idiophones 
and the dulcimer. Of these, only bells are to be found listed in the 
inventory. One isolated entry refers to a dulcimer but the context in 
which it appears suggests that the musical instrument of that name is not 
described in this case.
Some of these items should be regarded as noise-makers and not as musical 
instruments in the strictest sense.
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VIlb i. Tabor
No example of the tabor is mentioned in the inventory although one entry 
describes the characteristic three-holed pipe which is played with it (see 
above Vb ii Tabor Pipe).
The tabor is illustrated in Holbein's sketch of a Triumphal Arch of 1533 
(Illustration 14) where it is played by one of the Muses, and in the 
miniature at the beginning of Psalm 80, Exultate Deo adiutori nostro, in 
the King's psalter (Illustration 12). It should be noted that both of 
these sources may be drawing on continental material.
The tabors depicted in both of these illustrations show striking 
similarities. Both drums are shown with a cylindrical shell which is as 
deep as the diameter of the head; the heads are joined by cord lashings and 
the drumsticks are clearly tapered with a small but pronounced knob. In 
neither case is a snare shown on the batter head.
The drum in the Holbein drawing is indicated by a sketch whereas the
example shown in the psalter is drawn in more detail. In the psalter, the 
drum is shown with two bands running around the circumference of the shell 
at the top and bottom of the drum. The cord lashing is clearly shown to be 
threaded through the outer bands. This suggests very strongly that the 
heads of the drum were attached in the modern manner using two hoops for 
each head.
In this method, the edge of the skin is lapped onto a hoop, the flesh hoop, 
which is slipped over the edge of the shell and worked down the body of the 
drum. A second hoop of the same size, the counterhoop, is put onto the
drum after it and it is forced down onto the flesh hoop to apply pressure
to the head.
The counterhoops are lashed together by a length of cord which is threaded 
through them alternately, forming a characteristic zig-zag pattern. As the 
cord is threaded up it is passed through a number of braces which 
effectively bind adjacent lengths together. These can be slid up or down
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to increase and relax the tension of the head and they, too, are indicated 
in the miniature.
Fragments of a drumshell were recovered from the storage area on the orlop 
deck of the Mary Rose where they may have been associated with one of the 
long tabor pipes (see above Vbii Tabor pipe) . At the time of their 
examination the pieces had not been reassembled and the original 
dimensions of the drum were not apparent. It was clear, however, that the 
shell was formed from a single, thin sheet of wood which had been bent 
round and joined to form a cylinder. The outside was decorated with a 
painted pattern of red and white triangles which may have echoed the 
zig-zag of the cord lashing.
An untapered cylinder of hardwood was found tucked inside one of the tabor 
pipes recovered from the Mary Rose; this may be a drumstick although it 
should be noted that it is unlike those shown in both of these 
illustrations.
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Photograph : By pcrmi ssi on ni tlie Briti.nh library
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VIlb ii Drumslade
Although no examples of this type of drum appear in the inventory, it would 
seem to have been in use in England throughout the reign of Henry VIII. It
had been seen at his father's court, although the record of payment to the
players describes the instrument as a large tabor and this perhaps implies 
that it was unfamiliar at the time:
1
5 Jan 1492 To ij Sweches grete taberers £2.
By 1513, however, the instrument was firmly established in England and the
2
word drumslade was in use in official records. The name is probably 
derived from the German or Dutch word for a player of the drum but it seems
also to have been used for the instrument itself.
A pen and ink sketch of a fife and drum player among troops (Illustration 
13) gives an impression of the instrument. The shell is cylindrical and 
assumes the same proportions as the tabor (see above VIlb i Tabor) although 
it seems to be very much larger. The diameter of the head seems to extend 
from the player's waist to below his knees. The sketch indicates the cord 
lashing but is not sufficiently detailed to show how the heads are 
attached. There is no indication of a snare.
The player seems to be resting his left wrist on the rim of the drum and
this may indicate that the modern way of holding side drum sticks had 
already been adopted. The drummer was able to use both hands on the drum 
and he had much greater resources at his disposal than the tabor player who 
had the beat the tabor one-handed and play the pipe as well.
It may be this greater specialisation that gave the drum more prestige than
the tabor. It was obviously a promotion when one of the taborets became a 
drummer in 1538:
Nov 1538 Alex Penny, taboret, appointed a drumslade
3
by warrant of 5 Oct at 6d a day one quarter 45s6d.
We shall see (see below VIIc i The Use of the drum) that, under certain 
circumstances, the drummer could enjoy something of the diplomatic status
of the trumpeter.
Notes
1. Privy Purse Expenses, Henry VII
2. L & P II ii; King’s Book of Payments April 1513
3. L & P XIII iij 1280; King's Payments November 1538
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VII b iii Kettledrum
The kettledrum is not mentioned in the inventory and it does not seem to 
have been played regularly in England during the reign of Henry VIII 
although, as we shall see, he was prepared to go to great lengths to 
acquire them.
The kettledrum was first seen in England as part of the entourage which 
accompanied Anne of Cleves across Europe to London to be married to the 
King. The first indication of this strange and wonderful instrument 
appears in a letter from Calais, dated 13 December 1539, in which the Earl 
of Southampton informed the King that he had given permission for thirteen 
trumpets and a man who
.. plays upon two things as drums of a strange fashion.. 
sent by the Duke of Saxe, to travel into England.
The King's bride arrived in Calais in the depths of winter and she had, 
indeed, among her retinue
. . A  double drum that was never seen in England before..2 
The instrument is described in more detail in Hall's account of the formal 
meeting between Henry VIII and Anne of Cleves at Blackheath on 3 January 
1539/40. Blackheath was the traditional place for greeting such honoured 
guests. The road from Dover crosses the heath and passes quite close to 
Greenwich; there was ample space for arranging a sumptuous and impressive 
display and the guest could then be escorted down into Greenwich to embark 
on a water procession into London. There was, by now, a palace in 
Greenwich where the visitors could recover from the rigours of a winter 
journey.
This passage from Hall's narration describes the scene as the two parties 
are forming up for the procession into Greenwich after the formal meeting. 
Nowe when the kyng and she were mette and bothe 
their companyes joyned together, they returned thorough 
the rankes of Knyghtes and Esquyers which stode styll 
all this while and removed not, in this ordre : Fyrst her
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Trompettes went forwarde, whiche were twelve in nomber
besyde two kettle Drommes on horsebacke, then followed
the Kynges Trompettes, then the Kynges Counsaylours,
3 "
then the Gentlemen of the Prevy Chamber ....
Nothing further is heard of the kettledrums and we must suppose that they 
returned to the Duke of Saxe in due course.
The mounted kettledrums had been introduced into central Europe as a result 
of contact with the Turks. They were rare and they were exotic and they 
seem to have made a much more favourable impression on Henry VIII than his 
new wife.
Some eighteen months later, when the English and Imperial forces were
allied, Henry VIII himself wrote a letter of instructions to Sir Thomas
Seymour, interrupting the serious business of war with this request:
... to conduct hither in wages 10 taboryns of the
Hungarians fashion, one or two of whom to be able to
make and use the taboryns, 10 drums and 10 fifes ...^
Seymour's reply was not encouraging:
... Perceiving that other letters for him from England have
gone on to the camp, waits here for them and has sent a
man thither to provide the drums and fifes and to appoint
a meeting with Baron Hedyke if still in the camp. If not,
will follow him to his house and, by the way, enquire for
kettledrums, for in the camp were only two, one with the
5
Hungarians and one with the General ...
The King was doubtless disappointed at not being able to acquire a group of 
kettledrummers but it is significant that he was prepared to interrupt 
matters of state on their account.
In Nuremberg at about the same time, Jorg Neuschel was prepared to make, or
commission, kettledrums for the Duke of Prussia:
... und wenn Ew. furstl. gnade wolt herpauken darzu haben, 
wolt ichs auch machen lassen
[and if your Highness wants kettledrums to go with (trumpets)
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I am also willing to have them made ...
In view of the fact that Neuschel later stated that he had sold sackbuts to 
the King of England (see above VIb ii Sackbut) , this is particularly 
ironic.
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1539
2. L & P XV, 14: Report from Calais, Jan 1540
3. hall's Chronicle, 3 Jan 31 Hen VIII
4. L & P XVII 701 Henry VIII to Sir Thomas Seymour, 29 Aug 1542
5. L & P XVII, 941 Sir Thomas Seymour to Henry VIII, Vayenn, 12 Oct. 1542
(precis)
6. Briefe von Jorg Neuschel in Nürnberg in Monatshefte fur Musikgeschichte
XI, 7, 1877 Letter II, Jorg Neuschel to the Duke of Prussia, 15 Oct,
1541.
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VIlb tv Bell
The bell does not seem to have been used as a musical instrument during the 
reign of Henry VIII although there is evidence (see below VIIc ii The use 
of the bell) that bells were considered to be necessary for morris dancing.
Even more than the horns, hawk bells can be considered only as hunting 
equipment and they will not be discussed here. Only three other examples 
of bells are listed in the inventory although others were incorporated into 
striking and chiming clocks and larumes, alarm watches:
i) Itm a glasse garneshed in the toppe w*"^ siluer 
like a/frame w*" belles of siluer hanginge 
in it.
ii) Item a litell Bell hanginge in the same hall.
1
iii) A bell in the toppe of the gatehous.
The glass decorated with a frame of silver bells (i) is listed among the 
drinking glasses. It almost certainly took the form of a covered goblet 
with a frame carrying small bells as the finial of the lid.
The other two entries refer to hanging bells suspended in or outside 
buildings. The first (ii) is to be found hanging in the hall at St.
John's; this house had previously been occupied by a religious order and 
the bell was probably a relic of the monastic establishment.
The bell in the gatehouse at St. James' (iii) appears with a group of
buckets and this suggests that it may have served as a fire bell. It would
seem, however, that castles were normally equipped with a bell as one was
provided for the castles which featured in an entertainment, perhaps at
Twelfth Night, early in 1524/5:
December 1524 ... Bought at Krepyll goat a metal
2
bell for the watch bell of the castle 8s
The purchase of the bell at Cripplegate suggests that there may have been a 
bell-foundry there.
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Churches and other public buildings would have had external bells to mark 
the passage of time and to announce the times of services and such events 
as curfew and the opening and closing of markets. The function of the 
bells of Calais, admittedly an exceptional case as an English enclave in 
foreign territory, will be discussed elsewhere (see below VIIc ii The use 
of the bell).
The ship's bell from the Mary Rose has been recovered and confirms the 
tradition of ringing a bell on board a ship to mark the time as a long 
established one. The bell is marked with the ship's name and the date of 
her commissioning.
Notes
1. BL Ms Harleian 1419: i) Westm, the glass housse f 145 r
ii) Sainte Johns in the Hall f 368 r
iii) Saynte James/hous nigh Westm 
Buckets and/a Bell f 446 r
2. L & P IV i, 965 Master of the Revels Accounts, December 1524.
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Illustration 14: Harp, (Crumhorn?) , triangle, tabor and pipe, l u t e ,
northern viol.
Hans Holbein the younger: Design for a triumphal arch with Apollo and the
Muses
Photograph : Kupferstiehkahinett ber I in : Phot on telier J org P. Anders.
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VIlb v Triangle
A triangle is shown in the hand of one of the Muses in Holbein's sketch of 
a Triumphal Arch, dated 1533 (Illustration 14). A group of jingling rings 
has been threaded onto the instrument in the mediaeval fashion; the 
triangle is being struck with a beater. The use of the triangle does not 
seem to be mentioned in the surviving documents unless it is known by some 
as yet unidentified name. It is also possible that Holbein's sketch 
reflects continental, rather than English, practice in this respect.
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Vllb vi Dulcimer
There seems to be no firm evidence that the dulcimer was played at court 
during the reign of Henry VIII although it is depicted in the miniature at 
the beginning of Psalm 80, Exultate Deo adiutori nostro, in the King's 
psalter (Illustration 12).
The instrument is included in the picture to illustrate the psalterium 
iocundum and we have already seen (see above IVb iv Harp) that the 
miniaturist seems to have been mainly concerned with the representation of 
the musical activities described in the opening verses of the psalm. The 
dulcimer is placed on the table and the strings are being struck with two 
sticks which end in pronounced upward hooks.
The dulcimer is similar in shape to the Turkish santur or the trapezoid 
form of the plucked psaltery. The instrument is shown with heavy, built-up 
walls and a lid which almost certainly represent a stout, protective case 
inside which the dulcimer itself rests. The inside of the lid is decorated 
with the classically inspired designs which were known as antique work.
Twelve strings are shown although this may be a reference to the twelve 
Apostles or the twelve tribes of Israel rather than a feature of the actual 
dulcimer. Symbolic numbers do seem to have been used in this miniature: 
the tabor pipe is shown with four holes in front instead of the usual three 
perhaps in honour of the Evangelists or the major Prophets; the harp has 
only seven strings, always the most mystic of mystic numbers.
The artist has shown continuous nuts or bridges across the sound-board 
although the dividing bridge, which is a characteristic feature of the 
dulcimer, is not indicated. A large, decorative rose is shown.
The word "dulcimer", or a very similar one, is to be found in one official 
document, but it appears in a context which suggests very strongly that it 
does not refer to a musical instrument. The following entry appears in the 
list of beds in the inventory taken after the death of Katharine of Aragon:
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A trussing bedstead with a pair of dowceemers broken.*
Three possible interpretations present themselves. The pair of dowceemers 
may have been a part of a bed which bore a superficial resemblance to the 
musical instrument; perhaps it was a frame strung with cord which served as 
a base for the mattress. On the other hand, the word may be related in 
this case to dosser or dossel, a term which could be used either for a 
backcloth to hang behind a piece of furniture or for a basket which could 
be carried by a pack-animal. As the trussing bedstead was intended as a 
piece of travelling furniture, like the modern camp-bed, it may have had 
its own container.
Note
1. L & P VIII, 209: Wardrobe of Katharine of Aragon, beds. 14 Feb 1535.
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VIIc i The Use of the Drum
The functions of the tabor and pipe, which were played by musicians called 
taberets, and the fife and drum overlapped to a large extent during the 
reign of Henry VIII. In general, there was more prestige attached to the 
fife and drum and this combination of instruments seems to have gained in 
popularity as the reign progressed. We have already seen that Alexander 
Pennax, one of the taberets, was promoted to the position of drumslade in 
November 1538 (see above VIlb ii Drumslade) . The tabor and pipe had been a 
familiar sight for many years whereas the fife and drum were more exotic 
and fashionable. The drumslade was able to devote all his attention and 
both his hands to drumming and so could play more complicated and exciting 
parts than the taberet.
The fife and drum were particularly associated with the Swiss armed forces 
who were in great demand throughout Europe as mercenaries; subsequently, 
the instruments were cultivated by performers from Germany and the Low 
Countries. It is noticeable that almost all of the drumslades who are 
identified in the official records have names which suggest German or 
Netherlandish origins. Henry VII had paid two Swiss "great taberers" in 
1492 (see above Vllb ii Drumslade) ; the payment was made on 5 January and 
they may have been engaged to play in the Christmas and New Year 
festivities.
Both drumslades and taberets were employed at court by Christmas 1514. The 
accounts presented by Richard Gibson, the Master of the Revels, state that 
the four "drumbyllslades" were issued with coats and bonnets of blue and 
white; the four minstrels, who are identified as taberets and rebecs, were 
dressed in crimson and green satin.*
Hans von Nerumbecke, a drumslade paid at 12d a day, appears in the list of
wages issued in June 1514 while Jacob Phipher, also a drumslade, is named
among those paid in June 1515; in August 1515 three drumslades, Michael
Duche, George Fribroke and Bartholomew, received a special payment on
2
leaving the country. There were four drumslades at court in 1519, all
233
paid at the rate of 12d a day; they are identified as Hans [von
3
Nurembecke], Bartylmeux, Jacob and Richard Rutter. Jacob may be the same 
person as Jacob Phipher who was mentioned earlier; his surname may describe 
his occupation rather than indicating his family or his place of origin.
It seems that the fife and drum were so intimately connected at this date 
that players of either instrument might be described as ’drumslades’.
Between October 1528 and January 1543 wages were paid to two musicians who 
are regularly identified as Barthe1 and Hans, drumslades. In 1532 however, 
the King paid for their livery and the entry in the accounts reveals that 
they were not both drummers although both were called drumslades;
14 May 1532 Itm the same daye paied to hans pyper
and Bartholomew his Fellawe Dromslades for their lyverayes xlvs ^
Records from the latter part of the reign make it clear that drummers and
fifers might be appointed as already established pairs of performers. Hans
Garret, who was initially identified as Hans Quere, and John Pretre were
appointed together as a drumslade and a fifer in 1539.^ At first they were
both paid 8d a day but a warrant issued in April 1540 confirmed that they
had both been awarded 16d a day. Hans Garret died in September 1542^ and
8
John Pretre returned to his home country in the following year.
The exchange of letters in 1544 concerning the recruitment of drums and 
fifes for Calais seems to confirm that players were hired together and 
suggests that an agent in the Netherlands might be authorised to find 
suitable players:
Sir, it is happy you hired them (2 drums, 2 fifes) for 
trueth is none in all this quarter (Antwerp) abouts that 
will serve under 4 m e n ’s wages. Sir Thomas Poynynges 
would have 6 drums and 6 fifers, and never a one that 
I can get under 2s st[erling] a day, and yet they be but 
easy players.^
We have seen that drumslades frequently seem to be either German or 
Netherlandish and that they continued to be appointed throughout the reign.
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On the other hand, taberets tend to have rather French-sounding names, to 
have been appointed early in the reign and not to have been replaced. John 
Bontance (spellings of his name vary, he was probably called Bontemps) 
seems to have been at court since the reign of Henry VII as his name 
appears among those who received livery for the funeral of Elizabeth of 
York in 1504. His pay was increased to 16d a day on the death of Peter 
Planche, one of the sackbuts, in May 1 5 3 8 ; he died in March 1544.
3
Baltazar was established at court before 1519, when he is named among
those who received New Year's rewards ; he is not mentioned in the lists of
10
wages after July 1538. Noel de la Sale was appointed before December 
1520 ^  and died in January 1540.^
It may be coincidence, but it has already been noted that Praetorius 
indicated that the French and Netherlanders specialised in the Tabor and 
pipe (see above Vb ii Tabor pipe). The brief outline of the histories of
the careers of the three identified court taberets suggests that a system
of "natural wastage" may have been in operation and that the fife and drum 
gradually replaced the tabor and pipe at court.
Both taberets and drumslades might be called upon to play military music. 
The small tabor piper from the Mary Rose (see above Vb ii Tabor pipe) was 
recovered among material which could be associated with the Queen's Company 
of Archers; the Mary Rose sank on 19 July 1545. On the other hand,
"Drumslawes and Fifers" had formed a part of Brandon's retinue as early as 
1514.13
A letter of 1537 from Lord Lisle to Cromwell makes it plain that the
despatch of fifes and drums as well as a shipment of armour was enough to
start rumours of imminent war in Calais:
... And further, I have advertised your lordship that the 
xv day of November my Lord Chamberlain's servants hath 
brought aboard a ship of Dartford, whereof one Thomas 
Smyth is Master, five hundred pairs of Almain rivets 
and a hundred black bills from Guisnes; and in 
likewise two drumslades and two fifers that be taken out
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of Flanders, which doth cause many men to muse at.
For thanks be unto God, the tidings is here that all is 
well in England: and now this harness, bills and drumslades
goeth over maketh all in a*roar a g a i n . ^
Drumslades might be found playing with trumpets at jousts (see above Vic 
iii The use of the trumpet).
We have already seen that both drumslades and taberets might take part in 
revels and pageants although they probably did not play together. On 
several occasions taberets and rebecs appear together in the accounts of 
revels and this may have been a suitable combination of instruments for 
indoor dancing (see above III ii The use of the rebec). However, 
morris-dancing seems to have been traditionally accompanied by just the 
tabor and pipe. The expenses incurred by the Lord of Misrule in Janaury 
1521/2 included payments for two taberets, ten dozen bells, nine morrice
15
coats and a hobby horse. Thirty years later, the Lord of Misrule's 
procession through London included
Mores dansying with a tabret.*^
The tabor and pipe was closely associated with dancing. James Basset, Lord 
Lisle’s stepson, was studying in Paris in 1537 and was taught to dance by a 
taberet:
Item, paid to Monsieur Simon, a tabourin, who taught 
him to dance for the second time for the space of 
ij months. iij t s v j . ^
Surviving English documents do not, however, confirm that this was the 
practice in England.
The drum could also be played alone without the fife or pipe and it is 
mentioned alone in military and naval contexts. In 1537, Sir John Dudley 
reported to Henry VIII on a naval action:
... Found the Admiral of Slews in the Downs with but one 
ship in his company, and having heard it reported that it 
was he who took the French ship loaded with "bresyle" out of
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Hampton ordered my ship to anchor close to him, but he
pur himself on defence and would come to no communication
seeing "what a brag they set upon it, for they made
their drumsalt to strike a laram, and every man
18
settled them to fight....
Drums had appeared in the English naval accounts as early as May 1515.19
Like the trumpeter (see. above Vic iii The use of the trumpet) , the drummer 
could act as an official messenger and might even enjoy a certain amount of 
diplomatic protection. A report of 1536 from Lord Lisle to Cromwell makes 
this clear:
... This is to advertise you, that as yesterday certain 
Frenchmen took the Castle of Stenebeck beside Arde 
pertaining to the Emperor, which was not manned. And the 
same evening the Captain of Dornam, with a certain 
company and a piece of ordnance came thither, and
sent a drum to them commanding them to render again
the Castle, on pain of their lives, who incontinent so
did ____ 20
The kettledrum does not seem to have been used in England except in the 
entourage which accompanied Anne of Cleves in the Winter of 1539/40 (see 
above Vllb iii Kettledrum) .
Notes
1* L & P II ii, Master of the Revels’ accounts, 24 Dec 1514
2. L & P II ii. King’s Book of Payments
3. L & P III ii, King’s Book of Payments
4. Privy Purse Expenses, Henry VIII
5. L & P XIV ii, 781
6. L & P XVI, 380
7. L & P XVII, 880
8. B.L. Ms Add 59900 f 45 r
9. L & P XIX ii, App 7 : John Grant to Anthony Cave, 19 April 1544
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10. L & P XIII ii, 1280
11. BL. Ms Add 59900 f89r
12. L & P III 1, 1114
13. L & P I, 4653
14. Lisle Letters IV, 1034: Lord Lisle to Cromwell, 16 Nov 1537
15. Privy Purse Expenses, Princess Mary: Introduction
16. Ed. NICHOL, Henry Machyn's Diary, Camden Society, London 1848
17. Lisle Letters IV, p 517
18. L & P XII i, 656: Sir John Dudley to Henry VIII, 15 March 1537
19. L & P II ii: Daunce’s Accounts
20. Lisle Letters III, 731: Lord Lisle to Cromwell, 20 June 1536
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VIIc ii The Use of the Bell
Bells do not seem to have been used for music making in England during the 
reign of Henry VIII although the barrel-operated chime of bells in 
Leicester (see above lib iv The Instrument that goeth with a Wheel) may 
have played melodies.
Large bells were hung on public buildings and were used to indicate the 
passage of time and to signal events. Church bells were rung to announce 
services and at midday and six o ’clock for the Angelus. In Calais, the 
watch bell was rung to announce the opening and closing of the town gates
X
at morning and evening. A public bell might also be rung as an alarm in
case of an attack or unexpected danger. Clothworkers in Suffolk revolted
after a levy had put them out of work:
... and the people railed openly on the Duke of Suffocke, and
Sir Robert Drune, and threatened them with death, and the
Cardinall also, and so of Lanam, Sudbery, Hadley, and other
tounes about, there rebelled foure thousand men, and put
theimselfes in harnes, and rang the belles Alarme, and
2 .
began togather still more:...
Little bells were tied to the feet of hawks and attached to the harness of 
horses. They could also be sewn onto garments. On 11 August 1513, the 
King, who was engaged in laying siege to Tyrwyn, met the Emperor Maximilian 
and no effort was spared to make the English party as impressive as 
possible:
The noble men of the kynges camp were gorgeously 
apparelled, ther coursers barded of cloth of gold, of damaske 
& broderie, there appareil all tissue cloth of gold and syluer, 
and golde smithes woorke, great cheynes of baldcrickes of 
gold, and belles of bullion, but in especial y8 duke of 
Buckingham, he was in purple satten, his appareil and his 
barde full of Antelopes and swannes of fyne golde bullion 
and full of spangyls and littell belles of gold meruelous 
costly and pleasat to behold ..... the trappers of the
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[henchmen’s] corsers were mantell harneys coulpened, and
in euery vent a longe bel of fyne gold, and on euery
pendant a depe tassel of fyne gold in bullion, whiche
trappers were very ryche. The kyng and the emperour mett
betwene ayre and the campe, in the fowlest wether that
3
lightly hath bene sene.
Bells were worn by morris dancers, even when they were practising:
14 buckled leather garters with bells for the "Morryshe" 7s
... For the hire of 17 doz. bells while the gentlemen
learned to dance 5s 8d^
In churches, small handbells were rung to mark the most solemn moments of 
services. The following entry appears among the church vessels in the 
Lisle Inventory of 1540:
5
Item ij Crewettes A pax & A bell poiz xij unces.
When Anne Boleyn was taken in procession from the Tower to Westminster for 
her coronation the Cinque Ports provided a canopy to carry over her litter. 
Over her was borne a Canapie of clothe of golde with 
iiii gilte staves and iiii silver belles.^
The canopy itself was to be returned to the donors after the ceremony by 
way of a reward.
Notes
1. Lisle Letters II Appendix C.
2. Hall’s Chronicle May 17 Hen VIII
3. Hall’s Chronicle 11 August 5 Hen VIII
4. L  & P II ii. Master of the Revels’ Accounts 6 January 1511
5. Lisle Letters VI p. 190
6. Hall’s Chronicle 31 May 25 Hen VIII
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Villa Players of Instruments: Introduction
Much of the material which we have examined in this study has been derived 
from sources concerned with players and performance. In those cases in 
which the information relates to a particular instrument, it is discussed 
in the relevant chapter. This brief section, which may be regarded as a 
coda, deals with those factors which affected all instrumentalists at court 
and which would, otherwise, have had to be repeated endlessly throughout 
the main text. Vocal music does not fall within the scope of this 
discussion and singers have only been mentioned where they were concerned 
with musical instruments.
Musicians have been divided into professional and amateur performers for 
the purposes of this study. The musical servants have been included among 
the professional musicians because musical performance was a recognized 
part of the service which they offered; full-time professional musicians 
were also regarded as servants although they acted in a specialised 
capacity, some of the musical servants played instruments like the harp 
and viol which were normally only played by professional musicians. The 
word servant does not necessarily imply lowly or menial status; a gentleman 
or nobleman might serve in a greater household than his own while it was 
customary for children to serve in great households as part of their 
education.
Vocal music does not fall within the scope of this discussion and singers 
have only been mentioned where they were concerned with musical 
instruments. There was an active tradition of liturgical and secular 
singing at court and amateurs are known to have sung.
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Vlllb i Professional Musicians
Henry VIII inherited a court which had been consciously modelled along 
Burgundian lines as a result of the reforms which had been initiated by his 
maternal grandfather, Edward IV, in the late 1470s. This strong, late 
Gothic influence can be seen reflected in the musical establishment of the 
court, particularly at the beginning of the reign. As the sixteenth 
century progressed, however, humanist influences made themselves felt more 
strongly in England and we shall see that Italian taste, in particular, had 
a profound effect on the musical activities at court.
Seven distinct groups of musicians were issued with livery for the funeral
of Henry VII; they seem to represent the musical establishments of the dead
King and his son but we may suppose that they formed the foundation upon
1
which Henry VIII built. There were fifteen trumpeters divided into two 
groups, one of nine and the other of six; we have already seen that fifteen 
trumpeters were present at the jousts to celebrate the birth of the young 
prince in 1511 and this seems to suggest that, at that time, the King would 
be attended by nine trumpeters while a royal prince was entitled to six 
(see above Vic iii The use of the trumpet). The eight minstrels under 
their marshal, John Chambre, are identified as players of the still shawm 
at the coronation of Henry VIII. As we have seen elsewhere, they were 
probably under royal protection but were not required to play at court 
every day (see above Vc v The use of the shawm). The four sackbut and 
shawm players seem to have made up a group within the long-established 
tradion of haut music (see above Vc v and Vic ii The use of the sackbut) . 
Three musicians, Marquesse Loreden, Janyn Marquesyn and Richard Anows, are 
listed together as "Tabretts with Others" but they may not have formed a 
regular group.
The two remaining groups of musicians probably played in the tradition of 
has music. The "Minstrels of the Chamber" consisted of three musicians who 
presumably attended Henry VII personally. Giles can almost cerainly be 
identified with Master Giles the luter; Buntanes was probably John Bontance 
of Bontemps who served at court until 1544, he may also have served as
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cornettist to the Queen of Scots, Margaret Tudor;2 Barbram may have been 
Bartram Brewer. The remaining group, described simply as "Minstrels" 
consisted of two musicians named Hakenett de Lewys and Stephen de Lalande. 
These same two men, however, had formed a trio with Pety John at the 
funeral of Elizabeth of York in 1504, then they had been identified as 
"Minstrels to the Prince". Prince Arthur had died in 1502 and so these 
must have been members of Prince Henry's own household. The Lay Subsidy 
Roll for 1524/25 identifies a French musician called Pety John Severnal 
living in the City of London3 . Pety John can, therefore, be identified 
with John Severnac who served as a rebec throughout the reign of Henry VIII 
although he is listed among the flutes at the King's funeral in 1547 (see 
above Vc iii The use of the flute) .
By way of comparison, the list of wages paid in June 1544^ indicates that 
the musical establishment consisted of the following: a total of seventeen
trumpeters of whom four were on half pay; two lute players, one of whom 
could also play the northern viol; the three Queen's Minstrels who probably 
formed a travelling group playing in the has tradition; one rebec who also 
played flute; one northern viol, another having recently died; four new 
sackbuts; two drumslades; six Italian viols; two musicians who were simply 
identified as minstrels but who could play the flute, and two virginalists. 
The five Bassani brothers, the two Guillams and the King's Minstrels were 
all paid through the Exchequer and so they do not appear in the regular 
lists of wages. The number of musicians had virtually doubled and there 
was now a preponderance of homogenous groups of similar instruments. We 
should bear in mind that, of the list given above, the rebec, the two 
Guillams and the two minstrels could form a flute ensemble while the 
Bassani brothers played together as a recorder consort (see above Vc iii 
The use of the flute and Vc i The use of the recorder) .
Not all of these musicians were required to give daily attendance at court 
and the Household Ordinances of January 1541 state that a total of eighteen 
minstrels were to receive boardwages of 4d a day in addition to their 
normal pay."* This payment does not imply that the recipients lived at 
court but it recognized that they were expected to attend on a regular,
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daily basis.
The list divides into four groups. Four of the five Bassani brothers 
appear but not Aluixus. There are six new sackbuts: Mark Antony, Nicholas
Vorcifall, Peregrine Symon, Antony Simon, Nicholas Andrew and Anthony Mary. 
Hans Highorne and Hans Hosnest were both players of the northern viol and 
the trio seems to have been completed by Peter Welder, normally described 
as a lute, who could play the viol as well. The remaining five are John 
Severnac, the two Guillams, John de Bovall and Nicholas Puvall; apart from 
John de Bovall, all of these men are known to have been able to play the 
flute. Philip van Wilder is listed separately among the Gentlemen of the 
Privy Chamber. The eighteen musicians who seem to have been closest to the 
King in 1541 formed groups of recorders, sackbuts, viols and probably 
flutes.
Turning to the list of rewards which were distributed at New Year 1540,^ we 
find the following groups of musicians listed: trumpeters, the old
sackbuts, the drumslades, the still minstrels, the new sackbuts, the 
Queen's minstrels, the viols, Guillam de Troshis, Guillam Duwait and Pety 
John. Of these, we know that the new sackbuts, the viols and the two 
Guillams and Pety John qualified for boardwages; the Bassani brothers were 
appointed later that year. The trumpeters and drumslades were possibly a 
special case because of their privileged status. This leaves us with the 
old sackbuts, the still minstrels and the Queen's Minstrels who may have 
been free to travel under royal protection and accept engagements outside 
the court. We have already seen that William More, the harper from the 
Queen's Minstrels, was accused of acting a a messenger between influential 
monastries (see above IVc ii The use of the harp) . The still minstrels may 
be identified with the King's Minstrels who, we recall, played still shawms 
at the coronation of Henry VIII (see above Vc v The use of the shawm).
To summarize, it would seem that the regular music-making at court was 
dominated by the modern consort by the early 1540s although there were some 
more old-fashioned groups who travelled under royal protection.
The professional musicians at court were divided into three main groups :
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the singers, and probably also the keyboard players, ranked with the 
gentlemen; the trumpeters formed a distinct group of their own; the other 
instrumental performers enjoyed yeoman or artisan status. The court was 
unusual for its time in England in employing a substantial number of people 
whose primary function was to play on musical instruments. The 
arrangements which were made outside court circles will be discussed later. 
It seems certain that Henry VIII was prepared to go to great lengths to 
employ interesting, exotic or fashionable instruments and that he demanded 
high standards of performance. He was not only an amateur musician and 
connoisseur but he was also highly competitive and wanted to create a court 
that would dazzle his contemporaries. He interrupted his instructions as 
to the conduct of a war in order to try to obtain a set of kettledrums and 
players (see above Vllb ii Kettledrums) . He was also prepared to encourage 
Jewish musicians to join the court although that was contrary to the law as 
it stood. -
The King developed a reputation as a patron of music early in his reign and 
this naturally tended to attract musicians to his court. Some musicians 
seem to have made their own arrangements to be introduced at court while 
others, as we shall see, may have been contacted by friends or colleagues 
who were already employed there.
Dionisio Memo made extensive preparations for his journey to London and 
even brought his own organ with him. He travelled with the permission of 
the Venetian authorities and had an introduction to the ambassador in 
London. He played first to Cardinal WoIsey who arranged for the King to 
hear him and he was offered an appointment as a result of these auditions. 
Michael Mercator went through a similar process, although he presented 
examples of his craftsmanship instead of performances, when he was 
appointed organ-maker (see above Ile i The use of the organ) . This seems 
to have been one of the normal ways of obtaining a position at court.
The Bassani brothers, on the other hand, do not seem to have had an 
influential patron who would "be good lord to them" as the saying was; they 
relied on their talents alone. A warrant was issued in favour of "Anthony
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Basson, maker of divers instruments of music" in October 1538, authorising
payments of 12d a day from the previous Midsummer.® Marvel, the English
representative in Venice, wrote to Cromwell in October 1539 explaining that
he had advanced 160 crowns and letters to four brothers "esteemed above all
others in the city" who had set out for England without official permission
because they were so eager to see the King; the letter suggests that they
were not particularly polished in their manners and that they had made
quite a nuisance of themselves but that they were redeemed by their 
9
abilities. Their unconventional approach was, however, successful as in 
April 1540 generous stipends were awarded to
Aluixus, John, Anthony, Jasper and Baptista de
10
Basam, brothers in the science or art of music.
Aluixus, who was presumably the leader, 'was to receive £50 a year, John was
to be paid 2s 4d a day while the other three brothers were awarded 20d a
day. The lists of wages for September 1540 show that Anthony was no longer
11
paid as a musical instrument maker. Lasocki has suggested that four
of the brothers had already been employed as sackbutters in 1531 when they
12
were known by their father's name as de Jeronimo (see above Vic ii The 
use of the sackbut) .
Ordinary musicians might be hired like artisans, at least outside court 
circles. Master Secretary Paget, who was the Chief Secretary at Calais in 
1545, wanted to hire a group of musicians and a letter has survived which 
throws some light on the way in which this was done. Chamberlain was 
acting on Paget's behalf in Antwerp where he had found five musicians who 
could all play on five or six different instruments. The four younger men 
were willing to enter Paget's service but the fifth, who owned the 
instruments, was not enthusiastic; one of the four, however, could make 
instruments. All five were prepared to stay with Paget over Christmas and 
the New Year at which point, presumably, the matter of a permanent contract 
could be raised if they were found to be suitable. The five men were 
brothers and the one who owned the instruments was to be paid more than the 
rest. Chamberlain goes on to say that there were some unsatisfactory 
Italians who only played the viols "and are no musicians" and comments on 
the difficulty of finding musicians who were prepared to undertake 
long-term engagements between Christmas and Shrovetide, presumably because
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they could find plenty of work playing "one night stands" and short term
13
contracts during that season.
A number of points emerge from this letter. Musicians were still expected 
to play a number of instruments to professional standards although the 
general trend seems to have been towards greater specialisation. The group 
was hired as an established band with its own leader and it included one 
member who could make and repair instruments. There are obvious parallels 
between the Bassani brothers and Paget's minstrels here and it should be 
noted that the King had stipulated that one of the kettledrummers should be 
a maker (see above VIlb iii Kettledrum) . The Bassani family and Paget's 
minstrels are described as groups of brothers while the Italian viols at 
court seem to have belonged to a small number of families (see above IIIc i 
The use of the viol) .
The musicians at the English court enjoyed secure positions as permanent 
members of the household. Most of the official rates of pay had remained 
constant since the time of Henry VII although some musicians were paid at a 
more generous level which might reflect their abilities, status, or 
responsibilities. There was apparently no "pay and career" structure for 
the musicians. The rates of pay seem to have been settled on the merits of 
each case and a number of contributory factors may be discerned: if the
position was a long-established one there would be a recognized, standard 
wage; the salary might reflect the player's ability or the honour which he 
brought to the court; special duties and responsibilities might affect the 
rate of pay. Richard Woodward, for example, was appointed to the position 
of bagpipe wait in 1545 and his pay was fixed at 4d a day just as it had 
been for William Kechyn, the bagpiper in 1511 (see above Vc vii The use of 
the bagpipe). This was the lowest rate of pay among the musicians, most 
were paid 12d a day (£18.5.0d p.a.) which put them in the same class as the 
skilled artisans. Nicholas Vorcifall, who seems to have been the leader of 
the "New Sackbuts", was paid 55s 6d a month (£33.6.0d p.a.) while the 
highest paid of all the musicians was Aluixus Bassani who received £50 a 
year.
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A musician's pay was fixed when he was appointed and would remain constant 
for an indefinite period. We have already seen that pay might be increased 
by promoting a musician into the position vacated by a dead or retired 
colleague (see above, the promotion of Pero Guye in 1546 Vc iii The use of 
the flute) or by dividing the pay appropriate to a vacant post between two 
more junior players (see above Vic ii The use of the Sackbut and Vic iii 
The use of the trumpet) . Richard Woodward made a successful request for an 
increase in his pay as a bagpiper but this seems to have been a rare 
occurence (see above Vc vii The use of the bagpipe) .
It was not unknown for a musician to serve at court without pay until a
position could be found for him. Oliver Rampos was a fifer who arrived at
court in the retinue of the Viceroy of Sicily in December 1543. He had
been a court for nearly two years when a grant of November 1545 awarded him
an annuity of £18.5.Od, the equivalent of 12d a day, from March 1544
The official payments were probably inadequate when considered alone but 
they could be supplemented in various ways. Most musicians were given a 
reward at New Year and outstanding performances might be rewarded with a 
tip. Keyboard and lute specialists might give private lessons to amateurs. 
Payments for liveries and gifts of items of clothing are recorded. We have 
already discussed the liveries which were issued to the three northern viol 
players (see above IIIc i The use of the viol) and the Queen's Minstrels 
(see above IVc ii The use of the harp) . The normal livery seems to have 
been red:
The King commands that you shall apparel all
his minstrels in red chamlet, with H. and K.
15
Embroidered after the old sort.
There was a striking number of foreign musicians at court and it seems to 
have been quite common for musicians to travel fairly freely from one 
appointment to another. Michael Mercator (see above Ile i The use of the 
organ)) was a diplomat as well as an organ-maker. On a rather less exalted 
plane, it does not seem to have been uncommon for musicians to indulge in 
espionage; a quick-witted musician, who might be present during all sorts
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of formal and informal meetings but who was also treated, more or less, as 
part of the furniture, might be able to learn very useful pieces of 
information. We have already seen that Giustinian suggested that Dionisio 
Memo would make a suitable Venetian agent at court (see above Ile i The use 
of the organ) . A number of reports from Alamire and Hans Nagel have 
survived in which they passed on information about Richard de la Pole's 
activities on the continent; however, they both seem to have been acting as 
double agents and they were eventually discredited by the evidence of 
Thomas Stanley, a disenchanted ex-porter from de la Pole's household. ^  
William More seems to have been able to use his position as a travelling 
musician to carry messages between monasteries; he was imprisoned for 
treason as a result (see above IVc ii The use of the harp) .
Other musicians engaged in trade of some description. Benet de Opiciis,
for example, was granted a licence to export 300 tuns of beer over the two
17
years following April 1521. Philip van Wilder received a licence to
import 600 tuns of Toulouse woad and Gascon wine in March 153 7 . ^  Philip
van Wilder may also have used his foreign contacts to supply musical
instruments; we have already seen that he was paid for purchasing shawms
and sackbuts for the King (see above Vbv iv Shawm) while the Seymour
19
accounts note that a Venice lute was bought from him in 1538. Supplying 
instruments was, perhaps, another way of supplementing the official wages.
Regular holidays were not part of the sixteenth century way of life but it
was not unknown for foreign musicians to take paid leave to visit their
families and friends. John Severnac, for example, took a year's wages in
20
advance in August 1539 and may have spent part of the following year
away from court. Travel documents were issued on 13 March 1546 for Mark
Antony Petala, who was going to visit friends in Italy and Antony Mary and
21
Baptist Bassani who were travelling to Venice.
It was unusual for full-time musicians to be employed in any but the
grandest households outside court circles. We know that the Seymour
19
establishment grew to include specialist musicians but the family was 
very conscious of its close links with the throne and there may have been a
249
deliberate attempt to emulate the splendour of the court. We have seen 
that Wolsey employed a shawm-player (see above Vc v The use of the shawm) 
while Cromwell's household included one competent rebec-player (see above 
IIIc ii The use of the rebec) .
A number of domestic servants were able to offer performance on a musical
instrument among a range of useful accomplishments. Thomas Warley wrote
the following testimonial in 1534:
Also pleaseth it your ladyship to understand that
here is a priest, a very honest man, which would
gladly do service to my lord and your ladyship. And
these properties he hath: he writes a fair secretary
hand and text hand and Roman, and singeth surely,
and playeth very cunningly on the organs; and he
is very cunning in drawing of knots in gardens,
and well seen in graffyng and keeping of cocomers
22
and other yerbes...
Two years later, John Husee recommended a young man for service in Lord
Lisle's household:
... and his desire is only to serve your lordship. By his
own report he can shoot well and sing and also
play at organs, as your lordship shall find in him 
23
at his coming ...
The Marquis of Exeter's household included the following servants in 1538: 
Gentleman.... William Perpoynte, aged 20, unmarried goodly 
station, can play well upon sundry instruments, is the lady 
Marquis' kinsman and at her finding.
Gentlewoman.... Anne Browne, 22, not married, good with the 
needle and can play well upon the virginals and lute.
Yeomen and Grooms.... Wm. Boothe 'can sing properly in three- 
men's songs'.
... Hugh Browne, aged 33, 'can play somewhat upon divers 
instruments and his knowledge is to teach men to do things 
which he himself cannot express nor utter, and yet he can 
perfectly teach it, wherefore he was made master of the musicians'.
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... Thos Wright, 38, can play well with a harp, sing, juggle 
and 'other proper conceits and make pastetymes’.
... Thos Harrys, 30, ’luteth and singeth well and playeth 
cunningly upon the viols and divers other instruments;^
Other households were able to engage the local waits or one of the bands of 
musicians who travelled under royal or noble patronage. Music was, except 
in very intimate circumstances (see below V U I b  ii Amateur Musicians), 
provided by professional musicians or specially trained servants.
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V U I b  ii Amateur Musicians
It will become apparent during the course of this discussion that amateur 
instrumental music, at least within courtly circles, was almost exclusively 
restricted to playing on the lute and virginals. Some of the quieter wind 
instruments may have been considered suitable for amateur performance but 
there was a general reluctance to distort the features or play with too 
much obvious effort.
The provision of music was very much a task for servants, either full-time
professionals or those who could offer musical performance as one of a
range of musical accomplishments (see above V U I b  i Professional 
Musicians) . The amateur instrumentalist probably performed alone or for a 
select group of close friends. Castiglione characterised the noble 
amateur's ideal behaviour in the following passage:
... but I woulde not our Courtier should doe as 
many doe, that as soone as they come to any
place and also in the presence of great men with
whome they have no acquaintance at all, without 
much entreating set out them selves to shew as 
much as they know, yea and many times that they 
know not, so that a man would weene they came 
purposely to shewe themselves for that, and that it 
is their prinicpall profession.
Therefore let our Courtier come to shew his musick 
as a thing to passe the time withall, and as he 
were enforced to doe it, and not in the presence of 
noble men, nor of any great multitude.
And for all hee be skilfull and doth well understand 
it, yet will I have him to dissemble the studie and 
paines that a man must needes to take in all thinges 
that are well done. And let him make semblance 
that he esteemeth but litle in himselfe that qualitie, 
but in doing it excellently well, make it much 
esteemed of other m e n .*
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There was, it seems, a danger that the amateur might make himself look 
foolish by being mistaken for a socially inferior professional musician.
On the other hand, he had to achieve a high technical standard without 
apparent effort. Castiglione1s work, of course, epitomises Italian 
humanist etiquette and we may suppose that the court of Henry VIII might 
have been more old-fashioned than Urbino in 1507; nevertheless, the 
underlying ideals were probably very similar.
Princess Mary was an accomplished and serious amateur musician and we have 
already noted that she devoted a considerable sum from her limited 
financial resources to the tuning and maintenance of her keyboard 
instruments and to regular tuition (see above lie iii The use of the 
virginal) . She also took lute lessons from Philip van Wilder:
24 April 1537: Itm geuen to philip of the p Tvey
Chambre the same Daye techyng her on the 
lute v S 2
There were two further payments of 7s 6d on 19 May and 17 July in the same
year and payments of 11s 3d in February and March 1538. It is not possible
to perceive any regular pattern in the payments but the Princess seems to 
have been taking lute lessons on a systematic basis.
Philip van Wilder seems to have been on good terms with Princess Mary; she 
gave him 40s as a wedding present on 2 February 1537 and she gave presents 
to the nurse and the midwife when his child was christened in May 1543.
The inventory of her jewels reveals that she gave his wife a 
black-enamelled gold chain.2
Detailed directions for Princess Mary^s education had been issued in 1525,
when she was ten and before she had lost her status as heiress presumptive
to the throne:
... Semblably at season convenient to vose
moderate exercise for takeinge open ayer in gardens,
eti
sweete and holsome places and walkes, w  may 
conferre unto her health, solace and comfort, as by 
the said ladle Gouernesse shalbe thought most
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convenient. And likewise to passe her tyme most 
seasons at her Verginalles, or other instrumentes 
musical, so that the same be not too much, 
and w ^ o u t  fatigacion or wearines to intende 
to her learninge of Latine tongue and French.3 
We may be sure that this was the best and most fashionable education of its 
time for a young lady. The Princess’ accounts do not indicate that she 
played any instruments other than the virginal, possibly the regal, and the 
lute.
/
A lute was bought for the Duke of Richmond on 2 May 1531 and we also know
that Prince Edward was having lute lessons from Philip van Wilder in July 
5
1546. Lute lessons seem to have formed a regular part of the royal
children’s education. There is no indication that any of them played on
wind instruments and Castiglione explains that this would be particularly
unsuitable for ladies:
Imagin with your selfe what an unsightly matter
it were to see a woman play upon a tabour or
drum, or blow in a flute or trumpet, or any like
instrument: and this because the boistrousnesse of
them doth both cover and take away that sweete
mildnesse which setteth so forth everie deede that 
6
a woman doth.
Music, and particularly the ability to play on the virginal and lute, was a 
valuable accomplishment but it was by no means the most important part of a 
general education. Henry Dowes, whom Cromwell had appointed as tutor to 
his son Gregory, outlined his pupil’s day as follows: after hearing Mass
he "taketh a lecture of a dialogue of Erasmus’ Colloquium called Pictus 
Puerilis” , then he practised writing for one or two hours, presumably in 
Latin, and spent as long again reading Fabian’s Chronicle, the rest of the 
day was spent on the lute and virginals; when he went riding, his tutor 
told him Greek or Roman stories while his physical recreations were 
hunting and shooting with the long bow.'' We have already seen that 
Princess Mary’s musical activities were not to interfere with her study of
255
Latin and French.
The documentary evidence overwhelmingly suggests that the lute and virginal 
were the most popular instruments among amateur musicians and we have seen 
that wind instruments were not felt to be suitable for ladies at all.
There are some indications in sixteenth century sources that amateurs may 
have played on other instruments. Erasmus tells us that Sir Thomas More1s 
second wife used to practise daily on cithara, testudine, monochordo, 
tibiis. Unfortunately, the elegant Latin leaves us in some doubt as to the
identities of these instruments: cithara may mean harp, gittern or
cittern; testudo almost certainly means lute ; monochordum may mean the 
clavichord or some other keyboard instrument except the organ; tibia may be
recorders or, highly unlikely in this case, shawms.
The King himself was well-known as a connoisseur of music; he had learnt to 
compose as well as perform although this was a very rare accomplishment 
outside professional circles. We have already seen that he may have been 
able to play the recorder and flute as well as the virginal (see above Vc i 
The use of the recorder) and there is even a hint that he played the 
cornett (see above Vic i The use of the cornett) . A superficial glance at 
his biography, however, reveals that Henry VIII believed that he could 
outshine any expert on any subject be it music, warfare, navigation or 
theology. We should not regard him as a typical amateur musician of the 
time.
We have tended, naturally, to concentrate on those who cultivated learning 
and the arts. We must remember that these may only have been minority 
interests. An Englishman at an entertainment is reported to have abused 
all learning as leading to poverty and continued:
By the body of God, I would sooner see my 
son hanged than a bookworm. It is a 
gentleman’s calling to be able to blow the horn, 
to hunt and hawk. We should leave learning 
to clodhoppers.^
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Notes
1. B. CASTIGLIONE (trans T. HOBY): The Book of the Courtier bk II
Venice 1528, London 1561, reprint Dent, London 1928
2. Privy Purse Expenses, Princess M a r y , dates as given
3. BL Ms Cott, Vit C 1 f24b quoted as at 2 above
4. Privy Purse Expenses, Henry VIII, 2 May 1531
5. L & P XXI i 1206: Prince Edward to Henry VIII, 4 July 1546
6. CASTIGLIONE as above bk IV
7. L & P VII, 1135: Henry Dowes to Cromwell, 6 Sept 1534
8. Epistles of Erasmus: ed ALLEN iv 999 quoted in J. STEVENS: Music and
Poetry in the Early Tudor Court
9. L & P II ii, 3765: Pace to Colet, October 1517
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Note
During the reign of Henry VIII, the currency centred upon the pound 
sterling; each pound (£1) consisted of two hundred and forty pence which 
were divided into twenty shillings (20s) each containing twelve pence 
(12d). The mark was another important unit of currency (£2/3 , 13s 4d,
160d) and fractions of marks are frequently encountered: half - (6s 8d,
80d), quarter - (3s 4d, 40d), eighth - (Is 8d, 20d), tenth - (Is 4d, 16d) 
marks were all treated as "round numbers", the pound could also be divided 
into quarters and eigths (2s 6d, 5s, 7s 6d, 10s, 12 6d, 15s, 17s 6d).
The economy was not strictly cash-based at this date, we have seen that 
Princess Mary paid her virginal teacher with cloth of appropriate value on 
one occasion, and it is unrealistic to attempt to make direct comparisons 
with modern wages and prices. The following table shows the rates at which 
musicians were paid but does not take account of such items as boardwages, 
occasional rewards or the issue of livery.
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Table I Dally Annual Recipient and notes 
£ 4. 0. Od 1 music pricker
4d £ 6. 1. 8d Bagpipe wait
£ 6.13. 4d 10 marks ; 2 Welsh minstrels
6d £ 9. 2. Od 1 Drumslade on half-pay 1538 - 1542
£10. 0. Od 2 organ-makers, 2 virginalists
8d £12. 3. 4d Half-pay trumpeters
12d £18. 5. Od Skilled artisans, most musicians
£20. 0. Od
£22.10. Od Sir Michael Mercator
£24. 0. Od 2 sackbuts, 1 rebec.
16d £24. 6. 8d Head of workshop, full-pay trumpeters etc.
20d £30. 6. 8d 3 Bassani brothers and Pyro Guye.
£32. 0. Od The two Guillams.
£33. 6. Od Head of the new sackbuts.
£40. 0. Od Philip van Wilder
2s. 4d £42.11. 8d John Bassani
£50. 0. Od Aluixus Bassani.
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